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As is well  known, Thomas Hardy set  all  of his novels in the south -
western countries of England, the area which he named “Wessex” after the 
ancient kingdom of the West Saxons. When he published the first collected 
edit ion of his novels from 1895 to 1896, he gave to it  the ti le “The Wessex 
Novels”.  This fact  appears to show that  what Hardy tried to portray  throughout 
his career as a novelist was the premodern English countryside that  remained 
unaltered from long ago. However, as Marxist crit ics, who adopt an historical 
approach, have discussed, what is described in the Wessex Novels is not the 
timeless idyl l ic country but rather one which is changing relentlessly in the 
process of rapid modernization. Especially in later novels, Wessex is depicted 
as an entirely modernized world where the only thing that  is  constant is 
change: within this floating world,  peo ple wander rootlessly from place to 
place,  uprooted from their native places and losing their bearings. 1  
   To be sure, focusing on the description of modern agricultural machines 
or railways as the destroyer of rural communities in the Wessex novels,  the 
Marxist  cri tics have persuasively argued that  the modernization of the country 
is  one of the most important themes in the novels.  However,  they have 
overlooked the possibili ty that  Hardy also relates the theme of modernization 
in some ways to that  of writi ng in his novels.  We can see clearly the link 
between the two themes as early as in his third novel,  A Pair of  Blue Eyes  
(1873).  In the novel,  Henry Knight,  the writer who lives in London, teaches 
by correspondence Latin and Greek to Stephen Smith,  the sto nemason who 
lives in Wessex. Importantly,  Knight tells  Smith that  “the speaking age is 
passing away, to make room the writ ing age” (49) What Knight says here is  
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that  the modern age in which they l ive is  a period of transit ion in which speech 
is being replaced by writ ing as a  medium of communication. Here Hardy 
certainly describes writ ing as characterist ic of modern society.  
     Needless to say, studies that  explore the theme of writ ing in Hardy’s 
novels are not in themselves new at  all ;  on the contrary,  ma ny cri t ics who 
adopt the post -structuralist  theory of textuality have discussed the theme in 
detail .  While,  l ike the Marxist  crit ics,  they are so different from each other 
that  i t  is  hard to classify all  of them as  the one and the same “post -strucuralist  
crit icism”, they share the view that Hardy’s concept of writ ing is quite similar 
to the post-structuralist  theory of textuality.  According to the theory, writing 
is only arbitrarily and contingently connected to i ts  ref erent existing in reali ty 
despite the fact  that we can get access to reali ty only through the medium of 
writ ing: we l ive in the unstable world based on writ ing, whose referent cannot 
be fixed; or in other words,  our lives are always -already mediated by arb itrary 
writ ing.2  
   Indeed, the post -structuralist  cri tics have provided us with this insight 
about Hardy’s idea of writ ing. However,  they also have a blind spot:  they have 
li tt le interest  in the historical  context of the modernization of the country,  
which the Marxist  crit ics have emphasized. In this thesis, I suggest that there 
is  some third way similar to these two sorts of cri ticism but dist inct  from both: 
in other words,  that  we combine these two approaches in order to consider the 
relationship between  modernity and writ ing in Hardy’s novels.  
     The purpose of this thesis is  to clarify how Hardy relates modernity to 
writ ing by reading closely The Return of  the Native  (1878), The Mayor of  
Casterbridge  (1886),  Tess of  the d’Urbervil les  (1891),  and Jude the Obscure  
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(1895)—the novels which are arguably the most famous of all  of Hardy’s 
novels and in which the theme of the modernization of the country is  
foregrounded. As is argued in the following four chapters,  Hardy considers 
writ ing, which is characteriz ed by the indeterminacy of i ts  meaning, to be 
symbolic of modernity.  As I have said,  the Marxist cri tics have discussed that  
in Hardy’s novels, modern society,  where nothing endures  but change, is  
characterized by the absence of the essential.  In the four novels that  I will  
read, this uncertainty of a modern life corresponds to the indeterminacy of 
writ ing.  
     On the one hand, Hardy certainly at tempts to reveal that modern society 
is  an unstable one which is based on writ ing wandering rootlessly without a ny 
particular referent. However, on the other hand, it  should not be overlooked 
that  especially in The Return of  the Native  and Tess of  the d’Urbervilles ,  he 
tries to tame the indeterminacy of writ ing by giving coherent wholeness to the 
narrative fabric of  his novels,  which themselves consist  of the very writing. 
As is well  known, one of the most remarkable features of Hardy’s later tragic 
novels is  that  their narratives are inexorably driven by a cruel  fate toward the 
inevitable endings. Numerous cri tics have considered this feature in relation 
to some antecedent tragic works,  part icularly,  to Shakespearean or Greek 
tragedies. Yet my concern is to correlate it  to the theme of writ ing. Using the 
idea of tragic fate that  determines inevitably the trajectory o f the narrative, 
Hardy strives to get  control ove r the indeterminacy of writ ing . Importantly,  
since he associates writ ing with modernity,  Hardy’s use of the idea of fate can 
be thought of as part  of his at tempt to suppress and hide the instabil ity of the 
modern world.  In other words,  Hardy’s  concept of inevitable fate has the 
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ideological function of supporting modern society,  by relieving the anxiety of  
his novels’ readers that  there might not be anything that  is  fundamental  and 
substantial  in their modern l ives.  
   Thus,  the foundation principle underlying the structure of those four 
novels is  the tension between these two forces:  that  is  to say, the tension 
between the force to reveal the uncertainty of modern society based on rootless 
writ ing and the one to tame the indeterminacy of writing. Although each novel 
shows i ts  uniqueness,  all  of them have in common this binary opposit ion as 
the ground principle of their formation. However, to construct a fatalistic plot  
in a novel cannot of course become a fundamental  solution to the problem of 
the indeterminacy of  writ ing since the novel i tself is  a kind of writ ing. Hardy 
is acutely aware of this fact.  Therefore, in all of the four novels,  he ult imately 
implies that  the fatalistic force has a complicit  relation with the very writ ing 
that  i t  t ries to tame. Thus, the relationship between the two forces is  the 
complicated one, in which the two are mutually exclusive and supportive at  
the same time.  
This very complex binary opposit ion between the two powers surely l i es 
at the core of the four novels.  But we should direct  our attention to these two 
facts;  one is that  the power relation between the two varies from novel to 
novel; the other is that in the last  novel, Jude the Obscure ,  the indeterminacy 
of writ ing comes to the front so clearly that the idea of inevitable fate can 
hardly fulfi ll  its  function. In Jude ,  the power balance between the two is 
undermined, which eventually leads to the author ’s giving up writ ing novels.  
Thus, while finding out the common basic str ucture that  the four novels share,  
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this thesis simultaneously attempts to examine  not only how the deep structure 
works in each novel but also why Hardy stopped writ ing novels after Jude .   
In chapter one, I will examine how Hardy describes the tense 
relationship between the two powers in his first  tragic novel,  The Return of  
the Native ,  which marks the beginning of his later career as a novelist .  On the 
one hand, he reveals that  Egdon Heath, the only stage of the novel which 
appears to be a rural  haven untouched by modernization, is  in reali ty an 
insubstantial il lusion produced by the symbol of modernity,  that is to say, 
writ ing wandering rootlessly without any fixed referent.  At the same time, in 
order to tame the indeterminacy of writ ing, he attempts to ap ply the concept 
of inevitable fate to constructing the plot  of the novel that  is  composed of the 
very writing. This work of containing the elusive nature of writing is 
performed through the agency of Venn, an it inerant seller of reddle.  However,  
as is  indicated in the fact  that what he deals in is a kind of writ ing used for 
marking sheep, the reddleman is described as the embodiment of writ ing. Thus, 
what we witness in the end is the paradox of using writ ing in order to repress 
it .   
     As I will  argue in chapter two, the uncontrollabil ity of writing is 
emphasized more strongly in The Mayor of  Casterbridge  than in The Return .  
Given the subti tle,  A Story of a Man of Character ,  The Mayor  seems to be 
delineating the inner character of i ts  protagonist ,  Henchard, who is replaced 
as the mayor of  the town by his rival ,  Farfrae.  However,  what Hardy highlights 
in this novel is not Henchard’s individuali ty or personality i tself but how it is 
shaped both accidentally and inexorably by writ ing, which cannot be 
controlled by the writer because it  is intrinsically independent of her/his 
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intension. Of course,  this does not mean that  we cannot find out anything to 
play a role in governing writ ing; on th e contrary,  in this novel, Farfrae’s voice,  
which, in contrast to writ ing, is characterized to be originating from his 
interiori ty,  functions as a substi tute for the idea of fate.  While bringing the 
writ ing-based system, whose symbol is  a modern agricultur al  sowing machine, 
into the town, Farfrae simultaneously tries to get  the system under control  by 
means of his voice.  Yet in the end, Hardy underlines how the course of both 
the modernized town’s history and Henchard’s l ife depends upon the arbitrary 
power of writ ing.  
     In chapter three,  we will  see that ,  among all  the novels,  the power to 
bring to light the instabil ity of the modern world based on writ ing conflicts 
most sharply with the power to suppress the rootlessness of writ ing in Tess of 
the d’Urbervil les .  On the one hand, the fatalist ic force of the d’Urbervil les’ 
retribution, which appears to be determining peremptorily the narrative 
development of the novel as the career of Tess,  is  actually undercut by the fact  
that the d’Urberville family,  a once aristocratic one brought to ruin by the rise 
of modern society,  now exists only as a family name written in a book —a 
wandering text which can be connected accidentally to any referents.  In this 
way, Hardy foregrounds the absence of the ult imate cause of  Tess 
d’Urverville’s tragic life.  On the other hand, importantly,  a  mechanism to 
enhance the fatalistic force works in the novel:  by making the d’Urbervil les’ 
retribution appear to be based on the order of a natural  world,  this mechanism 
hides the fact  that  modernization has transformed the family into a mere 
rootless writ ing. As a result of this work of naturalization, the contingency of 
each event in Tess’s life is  tamed ,  and then the inevitable chain of events 
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governing her life emerges.  However,  as I wi ll  argue in detail especially in 
section three of the chapter,  Hardy ul timately implies that this working 
process involves the very contingency that i t  t ries to tame. Thus, what is 
central  to the narrative fabric is  the complicit  relationship between ideas  of 
naturalness and contingency.  
     In Jude the Obscure ,  the concept of inevitable fate almost never 
performs its  role to control  writ ing. The story of the novel develops in an 
entirely modernized world,  where almost every place has been changed by a 
railway system into a mere transit  point ,  with i ts unique history superseded 
by writ ing. It  is  worth noticing that  Hardy describes a character as typical of 
those who have been so utterly absorbed into the railway system that  they have 
become like wandering writ ing. That  character is  Litt le Father Time, a boy 
with an extremely old face who does not have his real  name: despite the fact 
that  we can gain access to this puzzling character only through the nickname 
“Little Father Time”, this name has only an accide ntal  relationship with him. 
Importantly,  Hardy implies that  Litt le Father Time encapsulates the whole 
story of the novel. This means that the indeterminacy of writ ing forms the 
center of the novel without being governed by the idea of inevitable fate.  
     Consequently,  Hardy gave up writing a novel after Jude .  It  is  true that  
in his last  novel,  Hardy foregrounds the sheer indeterminacy of writ ing. 
However, as I have said and will argue in more detail in the following chapters,  
Hardy also attempts to tame the uncertainty of the modern world inseparable 
from writ ing by taming the textuali ty of his novels.  In a sense,  this thesis can 
be thought of as carrying on this attempt:  it  t ries to give an interpretation to 
Hardy’s writ ings even if their meanings cannot ultimately be f ixed.  
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Chapter 1  
The Return of Writing in The Return of the Native  
 
Introduction 
     The Return of  the Native  (1878) is Hardy’s first  tragic novel,  which, 
contrary to its t it le, depicts how Clym, one of the protagonists,  cannot return 
to his  native land. He gets t ired of selling jewelry in Paris,  and returns to the 
English countryside,  Egdon Heath, and hopes to sett le down there.  However, 
subjected to repeated misfortunes,  he loses his mother and his wife, and his 
plan to run a school for the  inhabitants of Egdon is miscarried. Overcoming 
those hardships, he eventually becomes an it inerant preacher,  but this implies 
that he cannot find a safe haven in Egdon. In the novel entit led The Return of 
the Native ,  why does Hardy suggest  that  Clym canno t regain his native 
country?  In considering this important problem related to the main theme of 
the novel, Raymond Williams’s The Country and the City  is  useful.  In the book, 
Williams argues that  the essence of Hardy’s Wessex novels is  to rebel against  
the pastoral  convention, which contrasts the city with the country and regards 
the latter as unchanged and peaceful;  or in other words,  to describe “the 
changing nature of country l iving, determined as much by i ts  own pressures 
as by pressures from ‘outside’”  (200). Williams’s discussion suggests that  
Clym cannot return to Egdon because i t is  not a rural  enclave untouched by 
modernization at  al l .  This view is confirmed by the simple fact  that Egdon has 
modern persons such as his mother,  who wants him to succee d in life in Paris,  
or his future wife Eustacia,  who longs to go to Paris.  
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     This interpretation based on The Country and the City ,  whose main 
concern is to demythicize pastoral representations of English countryside, can 
become more persuasive if  it  is  supplemented by Martin J .  Wiener ’s English 
Culture and the Decline of  the Industrial  Spiri t 1850 -1980 .  In the book, 
Wiener attempts to analyze in detail why and how that myth of the idyll ic 
countryside has been formed since the mid -19th century. According to Wiener,  
in the lat ter half of the 19th century, Victorians constructed “an imaginative 
resting place”, the country that  had been unaltered from long ago, because 
they felt a strong anxiety about the relentless and incessant change of the 
society which modernization brought.  Importantly,  Wiener says,  Hardy’s  
“Wessex was taken to i ts  heart by the public as a rural haven from 
contemporary l ife” (52).  In addition, Wiener argues that  the south country,  
which partially overlaps with Wessex, began to be regard ed as the basis of 
English national identity,  that is  to say, Englishness, at that  t ime. It  is in this 
context of the production of Englishness that  Clym’s wish to return from Paris,  
the city over the sea,  to Egdon, a part  of the south country of England, can be 
interpreted. According to Alun Howkins,  the south country as the base of 
Englishness was produced from the late 1870s through to the early 1900s. It  
is  difficult  to deny that  being published in 1878, The Return of the Native  was 
involved in that  cul tural poli tics of Englishness.  
     It  is  true that  the novel,  on the one hand, plays a part  in the making of 
the changeless country,  but,  on the other hand, reveals that  it  is  an ideological  
construct.  However,  this reading is somewhat superficial  as it  l acks a detailed 
analysis of the text of the novel.  Especially,  i t  remains unclear how Hardy 
understands the modernization of Egdon, or the cause of the failure of Clym’s 
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return. Here,  in order to answer this question, we should rather invoke J.  Hillis 
Miller ’s not historicist  but formalist reading of the novel. Paying attention to 
Hardy’s use of writ ing as a metaphor for the field of Egdon, Miller argues that 
Egdon is represented as a mere textual “surface that…has no depth”, a text 
which does not have any inherent meaning (Topographies  53).  Therefore, 
“[w]herever one goes,  whatever way one takes, one remains on the surface” 
(Topographies  53).3  However,  it  is  this characteristic of Egdon that  Hardy 
seems to think of as modern. For, in the novel,  the modernit y symbolized by 
Paris is  related in some way to writ ing. For instance, Clym is regarded as not 
only a jewel merchant but also a l iterate man by Egdonites who talk about his 
coming back from Paris,  and i t is  due to having read many books that  Eustacia 
gets absolutely enthralled by Paris.  
     Accordingly,  in this chapter,  from this new viewpoint provided by 
combining an historicist approach such as Williams and a formalist  one such 
as Miller ’s, I at tempt to reconsider the theme of “the return of  the native”.  In 
section one, I start by reading the text of the novel closely in  the context of 
the making of the timeless countryside.  I pay attention to the fact  that  in the 
novel, modernity is symbolized by apparently fascinating and precious, but 
actually insubstantial  and vain,  ornamentation such as clothing or jewelry.  As 
Williams or Wiener suggests,  Victorians,  being faced with constant change 
caused by the Industrial  Revolution, considered that one of the chief 
characterist ic of a modern society was sheer trans ience: in other words,  that  
in a modern society,  there was not anything that  is  fundamental  and 
substantial .4  Importantly,  in this novel,  Hardy considers the superficiali ty of  
the ornamental  objects to be symbolic of this absence of the essential  in 
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modern society.  It  seems that Egdon is described as the opposite to Paris, the 
modern city emblematized by jewelry or clothing. But in fact ,  paying attention 
to these ornamentation makes us notice that  the relationship between Egdon 
and modernity is very complicated. For Hardy uses the metaphor of an 
ornament in order to underline the primitiveness of Egdon. This indicates that  
the primordiali ty of Egdon is only superficial;  or in other words,  that  i t  is  an 
insubstantial  i llusion produced by modernity.  If  so,  it  is  because the idea of a 
native’s return is  a mere modern construct  that  Clym cannot return to his 
native land.  
     In section two, I argue that  ornamentation, the symbol of modernity,  is  
associated closely with writ ing. Surely,  as is  suggested in the abo ve comment 
by Miller, Hardy’s understanding of writ ing bears a close resemblance to the 
post-structuralist  theory of textuality.  According to this view, writing or text  
has only an arbitrary and accidental  relationship with i ts  referent exist ing in 
reali ty despite the fact  that we can gain access to reality only through the 
medium of writ ing or text: that  is to say,  reali ty is  always -already mediated 
by i t.  In the terms of Miller,  i t  is  a surface “that…has no depth”; therefore, 
“[w]herever one goes,  whatever way one takes, one remains on the surface”. 
However, what I emphasize is  that  in the novel, writing is considered to be 
having a structural  similari ty to jewelry or clothing, the emblem of modernity:  
that  both of them are characterized by superficiali ty.  Thus, writ ing is tied 
closely with modernity. 5  
     As Miller argues,  importantly,  Egdon is compared with writ ing whose 
meaning can be fixed only arbitrarily.  As I will  discuss in section three, it  is  
equally important that Hardy attempts to tame the textuality of Egdon and thus 
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to stabil ize the rootless modern society by means of giving an organic 
wholeness to The Return of  the Native  i tself— the l iterary work which consists 
of the very writ ing. It is  worthy of note that  the novel’s narrative is  inexorably 
driven by an inevitable fate toward the tragic endin g. Pointing out this 
characterist ic,  countless crit ics have considered it  in relation to some 
antecedent tragic works.  Yet,  unlike them, I argue that Hardy uses the concept 
of fate in order to control  the indeterminacy of writ ing. It  should not be 
overlooked that  the power of fate to drive relentlessly the narrative is 
embodied by the reddleman, Diggory Venn. However, remarkably, the detailed 
analysis of this character reveals that  he is  described as the person who deals 
in reddle—a kind of writ ing which is  used to mark a ram’s chest.  Paradoxically,  
it  is  Venn, the embodiment of writ ing, who carries out the work of repressing 
the uncertainty of writ ing. Thus, writing, the symbol of modernity,  is  brought 
to the fore.  What we will  witness in the end is the ret urn of writ ing.  
 
1 
     In the first  chapter of the novel where Egdon is exclusively described, 
Egdon is contrasted with civil ization. Although the relationship between the 
two is summarized in the sentence, “[c]ivilization was i ts  enemy” (11),  Hardy 
draws it  in detail  in three ways. 6  First ly, i t  is  an unchanged country which 
gives comfort  to those who are annoyed by constant and rapid change in 
civilized society.  In  contrast with civilization, which is compared to a sea 
wave incessantly tossing their ship,  i t  is  compared to ballast ,  a substance 
which is placed in the bilge of the ship to ensure its  stabili ty,  or to a firm 
ground they alight on after the rough voyage:  
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To recline on a stump of thorn in the central valley of Egdon.. .and 
to know that everything around and underneath had been from 
prehistoric t imes as unaltered as the stars overhead, gave ballast 
to the mind adrift on change, and harassed by the irrepressible 
New. The great  inviolate place had an ancient permanence which 
the sea cannot claim. Who  can say of a particular sea that  it  is  
old? Distil led by the sun, kneaded by the moon, i t  is  renewed in a 
year,  in a day, or in an hour.  (11 -12) 
Egdon is what people in the midst  of constant flux rely on because it  has been 
unaltered since ancient times.  
     Secondly, civilization, which is also called “the irrepressible New” in 
the above passage, is  tied with modernity,  whereas Egdon is t ied with 
primitiveness:  
Ever since the beginning of vegetation its soil had worn the same 
antique brown dress,  the natural  and invariable garment of the 
formation. In i ts  venerable one coat lay a certain vein of satire on 
human vanity in clothes.  A person on a heath in raiment of modern 
cut and colours wears more or less an anomalous look. We seem 
to want the oldest and s implest  human clothing where the clothing 
of the earth is so primitive.  (11)  
Using an apparel  as a metaphor for the surface of Egdon, Hardy sets its 
primeval and heath-coloured clothing against the artificial  one “of modern cut 
and colours”,  which, presumably, a traveler from civil ized society puts on. 
This passage suggests that  the word “civilization” is used in the sense of 
“modern” civil ization. In general ,  civilization is by no means limited to the 
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modern one, yet  in the novel,  it  is  considered to be “m odern”. In other words, 
Hardy uses it  as a synonym for modernity.  In addition, modern civil ization is 
embodied by “the French capital—the centre and vortex of the fashionable 
world” (109).  Although not mentioned in the first chapter,  Paris —and of 
course Budmouth, a seaside resort  from which one can go to the modern city 
over the sea by steamer—forms a sharp contrast with Egdon throughout the 
novel.  
     Finally,  as is implied in the sentence of the above passage, “[ i]n i ts 
venerable one coat lay a certain v ein of satire on human vanity in clothes”, 
modern civil ization is connected with the idea of vanity.  Importantly,  
throughout the novel,  “vanity” does not merely mean excessive pride in one’s 
own appearance but also connotes its  more etymological  meaning, v acantness.  
For it  is  symbolized by jewelry,  which Clym regards as insubstantial  and 
worthless.  Referring to his previous job disparagingly as “the sil liest, 
flimsiest ,  most effeminate business that ever a man could be put to” (168), he 
says as follows to h is mother,  who tries to persuade him into continuing that  
business in Paris:  
“Mother,  I hate the f lashy business.  Talk about men who deserve 
the name, can any man deserving the name waste his t ime in that 
effeminate way.. . .  there am I sell ing trinkets to w omen and fops, 
and pandering to the meanest  vanit ies .” (173)  
In this way, expressing his utter disgust  at  ostentatious jewelry which lacks 
substance, Clym adheres to his resolution to put down roots in his native place,  
whose soil has worn a natural  and una ffected coat since the beginning of 
vegetation. Here jewelry is  used as a metaphor for modern civil ization, which 
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is  embodied by Paris.  Therefore,  this passage suggests that  the essence of 
modernity is ,  paradoxically,  the emptiness of essence.  
Almost all  the above hallmarks of Egdon’s enemy are put together in the 
following passage, in which Clym reluctantly talks of a gorgeous room in the 
Louvre in Paris when he is importuned to do so by Eustacia:  
“I hate talking of Paris! Well,  I remember one sunny room i n the 
Louvre. . . .  Its  windows are mainly east ,  and in the early morning 
when the sun is bright the whole apartment is  in a perfect  blaze 
of splendour. The rays bristle and dart  from the encrustations of 
gilding to the magnificent inlaid coffers,  from the co ffers to the 
gold and si lver plate,  from the plate to the jewels and precious 
stones,  from these to the enamels,  ti ll  there is  a perfect  network 
of l ight which quite dazzles the eye.” (194)  
Here what he expresses is not so much his admiration for as his di spleasure 
over the “perfect  network of light” ar ising from a combination between 
bril liant sunlight and various luxury decorations.  For he says that the luminous 
network dazzles him blind. It  seems to be perfect ,  Clym thinks,  but in fact it  
is  only a phantasm that will soon vanish since it  is  produced by both 
insubstantial  ornaments and the sun which will  go down. It  i s  in contrast  to 
Egdon, the unchanging and solid ground one can place feet  flat on.  
     This Egdon-Paris hierarchical  binary where the forme r is  superior to the 
lat ter determines the basic structure of the whole novel. The relationship 
between Clym and Eustacia, two of the central  characters, is one of the most 
striking instances.  Clym returns from Paris to Egdon and plans to keep a 
school in order to do a great  deal  of good to his fellow creatures. As is shown 
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not only in his wish “to raise the class at  the expense of individuals rather 
than individuals at  the expense of the class” but also in his being “ready at  
once to be the first  unit  sacr ificed” (170),  his prime concern is not his but the 
community’s interest.  This shows that  Clym is a character closely t ied with 
Egdon. In contrast,  Eustacia is  a typically self -interested individual,  who as 
good as tries to use other people, especially Clym and Wildeve, to satisfy her  
desire to go to l ive in Paris.  Furthermore, since Clym regards his previous job 
in Paris as effeminate,  i t  is  worth noting that  Eustacia,  who is attracted by the 
idea of ci ty l ife,  is  a female character.  Thus, she is  a charact er to give concrete 
form to the modern. Importantly,  the novel eventually tries to devalue what 
Eustacia embodies. In the ending, outliving his wife,  Clym is driven by a sense 
of regret  for having disregarded his mother ’s advice that  he should not marry 
Eustacia. Although it  is  not Eustacia but himself whom he blames, he,  now an 
it inerant preacher,  considers his mother as “the sublime saint  whose radiance 
even his tenderness for Eustacia could not obscure” (388). In this way, the 
characterization of Clym and Eustacia originates in that  hierarchical  binary 
opposition.  
However, as early as  in chapter two of book one, Hardy undermines that  
Egdon-modernity dichotomy in the following passage, which portrays 
Rainbarrow (also called as Blackbarrow), “the pole and a xis of this heathery 
world”:  
There the form stood, motionless as the hill  beneath.  Above 
the plain rose the hill ,  above the hil l rose the barrow, above the 
barrow rose the figure.  Above the figure was nothing that could 
be mapped elsewhere than on a celest ial  globe.  
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Such a perfect , delicate, and necessary finish did the figure 
give to the dark pile of hills  that  i t  seemed to be the only obvious 
justification of their outl ine. . . .The scene was strangely 
homogeneous. The vale,  the upland, the barrow, and the f igure 
above it ,  all  of these amounted only to unity.  Looking at  this or 
that member of the group was not observing a complete thing, but 
a fraction of a thing.  
The form was so much l ike an organic part of the entire 
motionless structure that  to see it  move  would have impressed the 
mind as a strange phenomenon. Immobili ty being the chief 
characterist ic of that  whole which the person formed portion of, 
the discontinuance of immobili ty in any quarter suggested 
confusion.  
Yet that  is  what happened. The figure perceptibly gave up i ts 
fixity,  shifted a step or two, and turned round. (17)  
As opposed to that room in the Louvre where the i l lusory network of l ight is 
produced, Egdon is organized as a pyramid where all the objects from the plain 
to the barrow are arranged in hierarchical order with the figure at the top. As 
the phrase “a celestial  globe” implies,  Egdon is also compared to a self -
contained entity l ike a celestial  body whose axis is  the figure standing 
motionlessly on the barrow. Yet,  in another moment,  the very figure that  gives 
“a perfect ,  delicate,  and necessary finish” to the dark pile of hills ,  and that  is  
“an organic part  of the entire motionless structure”,  starts moving. Thus, the 
structure loses i ts organic integration and crumbles into fractions . It  is 
important that  the figure is  that  of Eustacia,  who embodies modernity in the 
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novel. Paradoxically, the center of Egdon is modern civilization, the very 
object  that  i t  is  antagonistic to.  What this means is  not that  Egdon has already 
been swallowed up by the waves of modernization but rather that Egdon, a 
resting place located outside of modern civil ization, is  the product of modern 
civilization. Here,  in other words,  Hardy suggests that  the characteristics of 
the former such as changelessness,  natur alness,  or primitiveness are the 
effects of the lat ter.  
This complicated structure of Egdon is explained more concisely in the 
following passage, in which Egdon’s immobili ty is  called “repose”. Yet,  
importantly,  i t  is  regarded as “apparent”:  
. . . there was that  in the condition of the heath itself which 
resembled protracted and halt ing dubiousness.  It  was the quality 
of the repose appertaining to the scene. This was not the repose 
of actual  stagnation, but the apparent repose of incredible 
slowness.  (16)  
If Egdon’s reposefulness is  a mere appearance, then what is  i ts  true character? 
The answer is  that i t  has “protracted and halting dubiousness” or “incredible 
slowness”.  Paradoxically,  i t  is  this mobili ty that  is  Egdon’s essential  nature 
even if i t  is  sluggish due to being uncertain about what to do next. Since, as 
we have seen, mobili ty is  one of the characteristics of modern civilization, the 
heart  of Egdon is modernity.  In other words,  Egdon is not the reposeful 
countryside which really exists outside modern civilization but an appearance 
which modern civil ization assumes.  This reminds us of that  comparison of 
Egdon’s surface to clothing. It  is  insofar as Egdon wears the “natural”, 
“invariable”, and “primitive” dress that i t  looks so.  It  is  certainly not a sho wy 
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dress “of modern cut and colours”, but it  is  st il l  a dress.  In that sense, it  is  a 
kind of decoration such as jewelry.  Thus, while used to describe Egdon’s 
opposition to modern civilization, the metaphor of clothing tacit ly reveals that 
the latter disguises i tself as the former.  
Disguise is  a recurring motif in the novel,  an outstanding instance of 
which is observed in chapter four and five of book two, where Eustacia 
participates in the mumming Saint George  staged at  Clym’s house and plays 
the role of the Turkish Knight.  The mummer ’s play is described as “a 
traditional pastime” or “a fossilized survival” which should be “dist inguished 
from a mere revival” or “a spurious reproduction” (120).  However,  Eustacia, 
disguising herself as Turkish Night in order to avoid being seen by others,  
attempts to take advantage of this opportunity to approach Clym secretly — the 
man who, she hopes,  will  take her along to Paris.  As a result ,  the genuine 
traditional event i tself functions to disguise her craving to go to l ive in the 
modern city.  Just  l ike the intricate relationship between Egdon and modernity,  
the traditional custom, the symbol of Egdon’s primitiveness,  and Eustacia, the 
embodiment of modernity,  are mutually exclusive and supportive at the same 
time.  
By suggesting that  Egdon is in reali ty modernity dressed as the harbor 
of refuge from the waves of modernization, Hardy attempts to reveal the secret  
complicity between them. Egdon, the rural seclusion which remains unchanged 
for long periods of time and therefore can be considered to be the basis of 
English national identi ty,  is  such a commodity as the vain trinkets which Clym 
sold in Paris. While expressing his loathing of the i llusory network of dazzling 
light produced by ostentatious decorations,  he is  utterly b lind to the fact  that  
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Egdon is also an i l lusion. In that  case, his yearning to return to his native land 
functions neither to cri ticize nor to escape modern civilization, but on the 
contrary to foster its  development.  However,  by delineating the story of h is  
impossible return to Egdon, Hardy implies that  the concept of a native’s return 
is  only a modern construct,  and then tries to make people open their eyes to 
the fact  that  there is nothing outside of modern civilization.  
 
2 
     In the previous section, we have taken notice of the fact  that  clothing, 
a kind of insubstantial  ornamentation associated with modernity,  is  used as a  
metaphor for the primitive surface of Egdon. As a result ,  we have seen that  
Egdon is described as only a primitive dress which mod ernity puts on. 
Furthermore, as we will  observe below, the metaphor of clothing, that  is , 
texture, is closely t ied with that  of text ,  that is ,  writ ing. As we have seen, 
Clym, t ired of modern city l ife in Paris,  hopes to return to Egdon and run a 
school for  Egdonites.  Here it  should be noted that  those who talk about his 
homecoming regard him not only as a jeweler but also as a “perusing man” 
(106).  In addit ion, they classify him as the person of the same type as Eustacia, 
the embodiment of modernity,  becaus e both of them are “learned in print” 
(107).  These hint that writing as well  as ornamental objects is  emblematic of 
modernity.  
     This is  i l lustrated by the sequence of events leading up to the defeat  of 
his plan to keep a school and free the inhabitants  of Egdon from supersti tion. 
At first ,  as a necessary preliminary to realize the plan, he shuts himself up in 
his study and begins to read many books which he brought back from Paris: 
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“He rose early the next morning, read two hours before breakfast  by the l ight 
of his lamp, read all  the morning, al l  the afternoon” (184). The light his lamp 
sheds on the books can be seen as the symbol of his project  to bring 
enlightenment to Egdonites.  Importantly,  however,  reading books results in 
his confining himself to h is own world and becoming blind to reali ty.  As he 
continues reading, Clym gradually gets to sit  “slavishly over his books” (198), 
but,  far from stopping reading, he makes “a resolve to chain himself more 
closely than ever to his books” (240). Thus, he,  now  a slave to the books, goes 
half-blind owing to overstraining his eyes  in both li teral  and figurative terms: 
his half-blindness means not only the loss of his visual acuity but also his 
being divorced from reali ty.  This is  testified by the fact  that he har dly realizes 
that his idea of keeping a school is not welcomed by anyone around him. As a 
natural result , his grand paper plan for i l luminating Egdonites miscarries. As 
his mother correctly predicts as soon as he mentions his scheme to her,  it  is  
“merely a  castle in the air” (189).  Yet,  she is  wrong in assuming that  he sticks 
obstinately to the irrational idea simply because he has been bewitched by 
Eustacia.  As the above discussion bespeaks,  the prime cause lies in his reading 
books. In the novel,  a book, a kind of writing, is  described as what gives birth 
to an i llusion just  in the same way as a jewel.  
     As the same sort  of person as Clym, Eustacia also builds castles in the 
air by reading. Captain Vye, her grandfather,  complaining that  “[e]very gate -
post  and barn’s door you come to is  sure to have some bad word or other 
chalked upon it by the young rascals” (106) who have been taught how to write 
in school,  moans that  she,  reading so many books, crams “romantic nonsense 
in her head” (107) and gets eager  for ci ty l ife.  He is correct in comparing her 
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with the school kids who writes graffi t i  here and there.  For,  just  l ike them, 
she, as i t  were,  writes a romantic memory of Budmouth on the surface of 
Egdon: “romantic recollections of sunny afternoons on an es planade, with 
mili tary bands,  officers,  and gallants around, stood like gilded uncials upon 
the dark tablet  of surrounding Egdon” (68).  Moreover,  encircling Clym with 
the “unreasonable nimbus of romance” (143),  she mistakenly assumes that he 
is  the very man who will  take her to Paris.  Her “romantic nonsense” is quite 
equivalent to Clym’s “castle in the air”:  both of them are insubstantial  visions 
produced by writ ing.  In that  sense, writing is closely associated with jewelry,  
the symbol of modernity.  This is  also intimated by the fact  that  the let ters 
coming up to the surface of Egdon tablet  are described as “gilded”. The word 
cannot help reminding us of the word “gilding”, which is used in Clym’s 
depiction of that luxurious room in the Louvre.  
     Unfortuately,  Clym and Eustacia get  married without liberating 
themselves from their fantasies invented by writ ing, which eventually leads 
to the death of Mrs.  Yeobright,  Wildeve, and Eustacia herself.  Therefore,  i t  is 
writ ing that  serves as the driving force behin d the tragic plot  of the novel.  
Quitt ing his job of sell ing jewels,  which are perfect  in appearance but lacking 
in substance, Clym returns from Paris to Egdon with many books. However,  
Hardy suggests throughout the novel that let ters as well as ornaments a re also 
empty shells and form a hotbed of i llusions.  While Clym tries to escape from 
modern civil ization, he has unwittingly brought writ ing, another symbol of 
modernity,  back to Egdon.  
     Does this mean that  by shaking off his enslavement to writ ing wh ich 
makes him blind and opening his eye, Clym becomes able to il luminate the 
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reali ty of Egdon? Since Eustacia is  the character embodying modernity,  her 
death by drowning in the climax implicates the removal of modernity from 
Egdon. Furthermore, in that  cl imax, he loses his consciousness by sinking 
below the surface of water with Eustacia and then comes back to l ife by being 
saved by Venn. This is  a sign of Clym’s being purified of modernity and 
beginning his life anew. Actually,  recovering the tragic loss o f his mother as 
well  as his wife, he gives up his enlightenment project  and makes up his mind 
to become an it inerant preacher.  Thus, near the end of the novel, he,  
emancipating himself from writ ing, has apparently arrived at  the true Egdon:  
He frequently walked the heath alone, when the past  seized upon 
him with its shadowy hand, and held him there to listen to its tale. 
His imagination would then people the spot with its ancient 
inhabitants: forgotten Celt ic tribes trod their tracks about him, 
and he could  almost live among them, look in their faces,  and see 
them standing beside the barrows which swelled around, 
untouched and perfect as at  the t ime of their erection. (367)  
Vividly imagining the ancient inhabitants treading their tracks about him and 
then identifying himself with them, at last he appears to rediscover the 
barrows, which emblematize the primitiveness of Egdon. Now that Eustacia is  
no longer in this world,  i t  seems that  he becomes able to live in harmony with 
Egdon.  
However, the passage immedia tely following the above one implies that 
he cannot return to Egdon. For here he almost unconsciously realizes that 
Egdon i tself is  the product of writing:  
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Those of the dyed barbarians who had chosen the cultivable tracts 
were,  in comparison with those who  had left  their marks here,  as 
writers on paper beside writers on parchment. Their records had 
perished long ago by the plough, while the works of these 
remained. (367)  
First ly,  he contrasts those who erected the barrows on the ground of Egdon 
with those who chose cultivable areas.  As Kevin McLaughlin points out, we 
can see that  this contrast  derives from that Egdon -modernity binary, because 
cult ivation is related with modernity throughout the novel. Here again Clym 
considers Egdon as the resting place loc ated outside of modern civil ization. 
Next,  comparing the barrows/cult ivable tracts dichotomy with the 
parchment/paper dichotomy, he emphasizes that the barrows are much more 
durable than the cultivated land, whose face is frequently changed by the 
plough. However,  ironically,  the crucial  difference between the two is 
obliterated by the very metaphor of writ ing that  he uses in order to underscore 
it .  Whether or not they are durable,  viewing the barrows as parchments is  
equivalent to viewing them as a kind of  writ ing, which, along with jewelry,  is 
described as the symbol of the emptiness of modern life thoroughout the novel.  
Accordingly,  at  the very moment of returning to his origin, primordial  Egdon, 
he perceives intuit ively that the barrows are “marks”,  whic h point to the 
absence of origin or primordiali ty:  or in other words,  that  the original  is ,  so 
to speak, merely a mirage on a writing surface.  
That he is  not totally blind to this is  exemplified by the passage 
following right after: “Yet they all  had l ived  and died unconscious of the 
different fates awaiting their works.  It  reminded him that  unforeseen factors 
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operate in the production of immortality”  (367).  Here he finds that  the barrows 
st il l  remain on Egdon not because they have completely been unaffecte d by 
numerous changes occurring around them but rather because each t ime an 
unexpected event happens, a new meaning has been brought to them. Therefore,  
they are a sort  of palimpsest  whose meaning cannot been fixed as they are 
open to new writing.  A palimpsest is a piece of writ ing on which later writing 
has been superimposed on effaced earl ier writ ing; but,  importantly,  i t  st il l  
bears visible traces  of i ts  earlier form since the earl ier writ ing cannot be 
completely effaced from it . As a result , i t  is  compo unded of all  of the let ters 
that have been written on it  thus far. Its  form, then, changes into a new one 
every t ime new writing is superimposed on i t .  Moreover,  at  least  in theory, as 
nothing prevents new writ ing, i ts transformation cannot be put to an en d and 
therefore i ts  meaning can be fixed only provisionally.  This description of 
Egdon as a palimpsest  has a structural  similarity to that  which is given in 
chapter two of book one. There,  as we have seen, the organic wholeness of 
Egdon is only on the surface because Eustacia forms the core of Rainbarrow: 
that is,  i ts “pole and axis” being decentered by her,  Egdon is disorganized and 
about to fall  apart into fragments. Here she is  displaced by writ ing. Egdon is 
apparently a complete text in which the parts are connected to the whole; but 
in fact , it  is  a fragmentary text which, not being given a unified closure,  lacks 
organic wholeness.  In addition, i t  could be said that  this decentering of Egdon 
finds expression in the pluralization of “barrow”. From book o ne to book five, 
which is the main part of the novel, the narrative focus is placed on the only 
barrow called Rainbarrow. But here what Clym sees are multiple barrows. 
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From the point  of view of Clym, Hardy hints that Egdon is a multi -centered 
text whose meanings are plural .  
     It  is  noteworthy that  Clym likens the barrows the forgotten Celt ic tribes 
built  not merely to their writing but also to their writ ten “works” — li terary 
compositions.  This will  make us direct  our eyes to the fact  that  what we have 
said about the barrows is applicable to The Return of  the Native  itself.  For i t  
is  nothing but a li terary work composed of writ ing. In short ,  the barrows can 
be considered to be a metaphor for the novel itself.  What does this mean? As 
we have seen, the novel seems to be a coherent whole which has a beginning 
(the introduction of Egdon as the stage of the story),  middle (Clym’s return, 
his marriage to Eustacia despite advice to the contrary from his mother, the 
breach between the couple and her, her death,  and his discord with his wife),  
and an end (his wife’s death by drowning).  However,  actually,  the novel is  a 
textual network which has neither beginning nor end, just  l ike the network of 
dazzling l ight which is perfect  but at  the same time i llusory. Since its  art ist ic 
unity is  an il lusion created by writ ing, to pursue the il lusion will  promote the 
development of modern civilization. Thus, Hardy sets out to relate not only 
Egdon but also the novel itself to modernity.  
 
3 
     As we have argued in the end of the previous section, Hardy suggests 
that  the novel itself is  lacking in organic unity because i t  is  composed of 
writ ing whose meaning is indeterminable. This may sound strange, for many 
crit ics have argued that  i ts  nar rative is  inexorably driven by tragic fate toward 
the inevitable ending.  However,  in what follows, I argue that  the idea of fate 
Masaki Hara 27 
 
 
can be interpreted as an apparatus for controlling the danger of writing,  
providing unity to the entire piece,  and restoring t he organic wholeness of 
both Rainbarrow and the work i tself.  In other words,  my purpose is to 
reinterpret Hardy’s use of fate as part of the author ’s attempt to deal with the 
superficiali ty of modern civil ization symbolized by writ ing. Therefore,  we 
should see both sides of his undertaking in this novel:  while,  as we have seen, 
trying to foreground writing underlying both the barrow and the novel i tself,  
he also tries to repress it  for both of them to have organic unity.  
     When examining Hardy’s usage of  the concept of destiny, we should pay 
attention to the fact  that  i t  is  used most memorably in the following passage, 
where Eustacia almost abandons the hope of going to Paris:   
“I can’t  go, I can’t  go,” she moaned. “No money; I can’t  go! . . .  
How I have tr ied and tried to be a splendid woman, and how 
destiny has been against me! . . .  I do not deserve my lot! . . .  I have 
been injured and blighted and crushed by things beyond my 
control! O how hard it  is  of Heaven to devise such tortures for me, 
who have done no harm to Heaven at  al l!” (341)  
Importantly,  these are the last  words that  she speaks in the novel,  and almost 
immediately after this scene she is drowned. Hence this passage strongly 
impresses on the readers not merely that the development of the plot  is 
determined by destiny but also that the unavoidable ending it leads to is  the 
forcible removal of Eustacia, the embodiment of modernity,  from Egdon. Here 
we can catch a glimpse of the operation of the mechanism for recovering the 
unity of the barrow and the work i tself.  While purifying Egdon of modernity, 
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simultaneously Hardy seeks to prevent writ ing from contaminating the unified 
plot.  
It  is  noteworthy that this power of destiny to remove Eustacia from 
Egdon is incarnated as a certain character —Deggory Venn, the reddleman. 
Most of the crit ics have not given much attention to the characterization of 
Venn. Yet,  first ,  i t  is  important that  the reddleman is described as a symbol of 
Egdon’s ancient state.  Hardy uses the analogy of the extinction of the dodos 
to explain how primitive the occupation is:  “[h]e was one of a class rapidly 
becoming extinct  in Wessex, fil ling at  present in the rural  world the place 
which, during the last  century, the dodo occupied in the world of animals” 
(13),  for “[s]ince the introduc tion of railways Wessex farmers have managed 
to do without these somewhat spectral  visitants,  and the bright pigment. . . is  
obtained by other routes” (77).  As Egdon incarnate,  the “red ghost” (75) is 
potentially present almost everywhere in Egdon. It  has oft en been said that  
almost every t ime grave problems arise in the novel, he comes out of nowhere, 
resolves them, and vanishes to no one knows where.  One of the most notable 
instances of this virtual  omnipresence of Venn is the “providential 
countermove” (263) he makes towards the resti tution of Mrs. Yeobright’s one 
hundred guineas, which Christ ian Cantle was left  by her to send to her son and 
niece,  and yet lost  to Wildeve in the dice game. In his usual manner,  Venn 
bursts upon the scene and wins all  of the g uineas back from Wildeve.  
Secondly, i t  is  suggested that  Eustacia’s  death is  indirectly caused by 
Venn. In spite of being one of the main characters,  he is  the only character 
who is free from the sway of the destiny. Clym lost  both his mother and wife, 
and Thomasin lost  her husband Wildeve, but “of all  the circle he himself was 
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the only one whose si tuation had not materially changed” (359).  As the 
narrator observes,  he looks l ike an “impassioned spectator” (358) at  the fateful 
chain of events. However, in actual  fact,  as John Hagan states,  the chief 
turning points of the plot  are instigated by his actions although he himself 
apparently has no awareness of i t .  The whole story begins with his riding onto 
Egdon with Thomasin in the back of his van, who was conf used and then ran 
away from her wedding to Wildeve because their marriage was hindered by a 
technical  problem with the marriage cert ificate.  It  is  this move that  triggers 
rekindling love between Eustacia and Wildeve. In addition, as Hagan’s concise 
summary of the plot  clarifies,  that  “providential” action, his taking back Mrs. 
Yeobright’s guineas,  is  the remote cause of her death,  which leads all  the main 
characters but himself eventually to that  tragic ending. As is suggested in this,  
it  is  because he is  the embodiment of the cruel fate that  he alone is not 
governed by i t .  
     The above analysis of the characterization of the reddleman shows that  
he personifies the heavenly force that  rid primordial Egdon of Eustacia. It  is  
by virtue of the workings of Venn that  Hardy seems to become able to put both 
Egdon and the work i tself back into their original  unified condition. However, 
there is  a blind spot in this interpretation. The reddle business is not one which 
was handed down to Venn through the family but o ne he chose for a certain 
reason at  a certain point  of his life.  Why has he selected a reddleman, whose 
“blood-coloured figure” (76) often horrifies people,  from among many other 
possible alternatives? Whether we can deem him as the embodiment of Egdon 
or not depends on the answer to the question.  
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     The following examination of the problem reveals that  his motive for 
becoming a reddleman is inextricably intertwined with the very modernity that  
he functions to remove from Egdon. To be sure,  as is  explaine d in chapter nine 
of book one, Thomasin’s rejection of his marriage proposal caused him to lose 
his purpose and direction in life;  and then, he,  turning his back upon the world, 
became a reddleman, who, sell ing reddle,  drifts  from place to place.  In brief,  
he began that business because it  was congenial to his rootless condition. As 
the narrator says,  “[r]ejected suitors take to roaming as naturally as unhived 
bees” (80).  However,  at  the same time, “his wanderings. ..had frequently taken 
an Egdon direction” because of “stil l  loving her well”: “[t]o be in Thomasin’s  
heath,  and near her, yet  unseen, was the one ewe - lamb of pleasure left to him” 
(80).  This implies that  to become an i t inerant seller of reddle was 
advantageous to him because it  enabled him to be n ear her  almost whenever 
he hoped to do so. Accordingly,  even if he endeavors to aid her to be happy in 
her own chosen way, that  is ,  to get  married to  Wildeve, his powerful 
subconscious motivation is his desire to be near her.  That is  why he,  
discovering that  Wildeve is disinclined to marry Thomasin, asks Mrs. 
Yeobright if  she could recognize him as an alternative suitor (94),  and that is 
why he, near the end of the novel, makes his virtually third proposal of 
marriage to Thomasin. For the proposal to be acc epted by her, though, he has 
to grow rich enough to move up the social  ladder because she rejected his first  
one on account of his class being lower than hers.  Thus, another secret  reason 
behind his continuing to be a reddleman is to make money —what Eustacia 
struggled to get ,  but,  succumbing to what she calls her inevitable fate,  could 
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not get .  Importantly,  this incentive is not necessari ly secondary to his love for 
Thomasin.  For he discloses to her as follows:  
“I have got so mixed up with business of one s ort and t’other that  
my soft sentiments are gone off in vapour l ike.  Yes,  I am given up 
body and soul to the making of money. Money is al l my dream.” 
(375) 
He states that  his devotion to money making kil led his affection for her —
although the statement itse lf demonstrates his tender feeling for her.  In  
consequence, enriched by that  “profitable trade” (368),  he purchases a large 
dairy of eighty cows located outside Egdon, gives up deal ing in reddle,  gets 
married to  her,  and moves to the dairy with her and a c hild whom she and 
Wildeve had. Probably, i t  is  no accident that  the child’s name is Eustacia.  
Although their new address is  not Paris,  Venn can be considered as the 
character who realizes almost the same dream as that  which Eustacia cherished 
only to be disappointed.  
     The above analysis shows that one of the most essential principles of 
the behavior of the reddleman, the embodiment of primitive Egdon, is  his 
thirst  for money which guarantees upward mobili ty.  As we have discussed in 
section one, mobili ty  is  described as one of dist inguishing features of modern 
civilization. Therefore, here again, we witness that complicated relationship 
between Egdon and modernity.  Just  as modernity disguises itself as ancient 
Egdon, so Venn, as i t  were,  is  only dressed i n a reddleman costume. The 
reddleman’s primitiveness is  a mere appearance. Needless to say, this does not 
mean that if he removes the costume, he can return to his true self. Some time 
after the tragic death of Eustacia and Wildeve, Venn, now a dairy farme r,  pays 
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Thomasin and Clym a surprise visi t .  It  is  worth noticing how both of them 
react  to Venn’s change  in appearance. Thomasin says,  “I couldn’t  believe that 
he had got white of his own accord” ,  and Clym, almost  in the same way as her,  
says,  “How did you  manage to become white, Diggory?”  (368) First , they are 
amazed that  he is  no longer a reddleman, which is as much as to say that li tt le 
did they dream of his becoming anyone but a reddleman. Probably, this 
reaction is the same as the reader ’s.  Second, and  more importantly,  they stare 
in wonder at  his becoming white.  At first sight, his white figure seems to be 
signifying his returning to an “ordinary Christ ian” (368), his true self.  But in 
fact  i t  implies that he does not have his true identi ty.  For as see ing his white 
figure,  Thomasin says,  “I thought you were the ghost  of yourself”  (368).  While 
this means that she mistook him for a white ghost , it  connotes a paradox that  
he is  originally the ghost of himself;  or in other words, that  he does not have 
his original  self.  As we have seen, the reddleman is called the “spectral 
visitant” or “red ghost” by those who around him. However,  even if he quits 
the job, he just  becomes the ghost  of himself.  
     As we have seen, modernity is  associated not only with clot hing, a kind 
of ornamentation, but also writing in the novel.  Predictably enough, the 
characterization of the reddleman is also inseparable from writing. For reddle 
is  nothing less than a kind of writ ing, which farmers or shepherds use to mark 
a ram’s ches t  so that they may distinguish from the transferred stain which 
ewes are likely to lamb. Dyed blood -red from head to feet , the reddleman is 
not so much the embodiment of primeval Egdon as that  of writ ing. That is why 
he takes part  in the development of the  plot  of the novel,  which consists of 
the very writing. Reddle is  a kind of writ ing tool for human beings to manage 
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the mating and reproduction of sheep art ificially.  This function which reddle 
has in the real world is parallel  to the one which the reddlem an has in the 
novel’s world because he plays a key role in formation of love relationships 
among the main characters. It  should be stressed that he is  the only character 
who comes into personal contact  with all the other main characters. Just  as 
“[r]eddle spreads its lively hues over everything i t lights on” (77),  so none of 
them are free from his influence. In other words, in the same way as a shepherd, 
Venn pays attention to—or,  marks—each character and intervenes in pair -
bonding in them. Since at  the novel’s core l ies the story of love, courtship and 
marriage, i t  is indivisibly united with reddle,  Venn’s writ ing. That is  why when 
he, giving up dealing in reddle, becomes white and gets married with 
Thomasin,  the story ends—as if  because ink has run out.  
     However, it  does not end in the strict sense of the word “end”. For 
another possible ending is offered in the ending, whereby the readers are 
deprived of a sense of closure. In a way, what makes the ending multiple is  
Venn, the embodiment of writing. Ha rdy added a footnote to the end of the 
penultimate chapter of the novel for the 1912 edition. Firstly,  in the note,  the 
author reveals that  certain circumstances of serial  publication led to the 
change of the original  conception of the story,  in which a ma rriage between 
Venn and Thomasin is  not designed; instead Venn “disappear[s] mysteriously 
from the heath,  nobody knowing whither —Thomasin remaining a widow” 
(440).  Then, stat ing that  “[r]eaders can therefore choose between the endings,  
and those with an austere art istic code can assume the more consistent 
conclusion to be the true one” (440), he tacitly presses them to choose the 
original  one. However,  as Simon Gatrell suggests, i t  is  because the author has 
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difficulty with the character of Venn that  he does  not give us an outline of his 
whole first  conception of the story (“Significant Revisions” 440). In addition, 
according to Phil lip Mallett ,  “Hardy’s  note is  somewhat misleading, since as 
early as February 1878, when only one installment of the novel had b een 
published, Hardy told his i llustrator,  Arthur Hopkins,  that Thomasin was to 
marry Venn” (327). Tonny Slade, indicating the same point as Mallett , also 
remarks that  i t  is  strange for Hardy not to offer a very early original  
conception of the novel  (427).  Consequently,  the author ’s footnote does not 
function to present his original  design of the novel based on “an austere 
artistic code”; on the contrary,  i t  functions to inhibit us from deciding which 
ending is original.  To be more precise, what the footno te implicates is  that  
since the original ending is absent, we come to be faced with a bewildering 
array of  possible choices.  We are eventually made aware that  the story of the 
novel presented to us now is only one of the other theoretically countless 
possible stories.  
     Hardy’s note connotes that the story is  can be otherwise,  that  is ,  
contingent. If  so, what governs the development of the plot —what is  called 
“destiny” or “Heaven” by Eustacia and what is  incarnated by Venn — is  not 
necessity but contingency. To put it  figuratively,  destiny is chance which 
disguises itself as inevitabili ty.  This is  most dramatically i l lustrated by the 
scene of the dice-game, where, as we have seen, Venn wins Mrs.  Yeobright’s 
guineas back from Wildeve. This action of him is d escribed as a “providential 
countermove”, but,  as Flavin points out,  since gambling is intrinsically 
dominated by accident,  the triumph of Venn over Wildeve is ultimately 
attributed to i t .  This seems just  one of the trivial  events in the novel,  but 
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actually Hardy, at  least in three ways, underlines i ts  importance. First , he 
places this gambling scene almost in the li teral center of the novel, which is 
made up of six books: that  is ,  in the last  chapter of book three.  Second, as is  
indicated in the t it le of the chapter,  “A NEW FORCE DISTURBS THE 
CURRENT”, the scene marks a cri t ical  turning point in the development of 
the plot . Finally,  this game of chance is played by Venn and Wildeve “under 
Blackbarrow” (219),  “the pole and axis” of Egdon. As these show, it i s 
contingency incarnated by Venn that constitutes the nucleus of the novel: to 
be more precise, the organic unity of Egdon and the novel itself which is 
symbolized by the barrow is implicit ly undercut by Venn.  
     The development of the plot  is  arbitrari l y determined by the dice Venn 
rolls.  The dice,  which have the mechanical  force to disturb the natural  current 
of things,  can be seen as a metaphor for Venn’s writ ing. In a way, the dice,  
probably stained with reddle,  are his writ ing machines.  This view is not 
necessari ly farfetched. “What magical  machines these li t tle things be,  Mr 
Wildeve”  Christian,  handling the dice fondly one by one, exclaims when he 
wins a prize in a gambling game held in Wildeve’s inn (220).  The dice 
themselves are,  as Wildeve says,  m erely l it t le things “worth nothing”; 
nevertheless or therefore, Christian wonders that they are “powerful rulers of 
us all” (218) that “should carry such luck, and such charm, and such a spell , 
and such power in ‘em”  (220).  In addition, Hardy l ikens Venn, who throws the 
dice,  to an “automaton” (225).  Here, needless to say, Hardy implies that  Venn 
is  deus ex machina  in the novel.  If  so,  the true form of the tragic fate,  which 
helps the barrow and the novel i tself retur n to i ts  original  unified state,  is  the 
reddleman, a writing automaton.  
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     Consequently,  i t  is  writ ing, the emblem of modernity,  that is 
foregrounded. As we have seen in the end of section two, Hardy suggests that  
the organic unity of Egdon and the novel  itself is  a mere i llusion because they 
are always-already mediated by writ ing. However, on the other hand, as I have 
argued in the first half of this section, in order to repress writ ing and restore 
the organic unity,  Hardy creates the character, the redd leman, who embodies 
the force of fate.  As the discussion in the second half has shown, though, this 
plan to control  writing is accomplished by, and at  the same time baffled by,  
the reddleman. That is to say, Hardy ultimately reveals that the power to 
remove writ ing from both Egdon and the novel i tself is provided by the very 
writ ing—reddle.  Thus, we are confronted with the uncontrollabili ty of writ ing.  
 
Conclusion 
     As I have said in the introduction, in the latter half of the 19th century, 
Victorians were faced with the problem that ,  as modernization progressed, 
they were losing a sense of belonging in an increasingly transient society;  in 
order to solve the problem, they constructed the imaginative rural  enclave 
untouched by modernization and then began  to consider i t  to be the ground for 
national identity.  To be sure,  The Return of  the Native ,  which depicts Clym 
attempting to return from Paris, the modern city over the sea, to Egdon, the 
heart of the English countryside,  is  involved in that poli tico -cultural project  
to stabil ize the rootless modern society.  However, the significant point to be 
emphasized is that ,  in the novel, Hardy betrays ambivalence towards that 
project .  On the one hand, implying that  rural  Egdon is an i llusion produced by 
writ ing, the symbol of modern civil ization, he tacitly reveals the hidden 
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complicity between Egdon and modernity.  Meanwhile,  in order to contain the 
elusive nature of writ ing, he sets out to give an artistic unity to the novel 
which is composed of that  very writ ing: in other words, he tries to apply the 
concept of inevitable fate to writing the novel.  This work of suppressing the 
indeterminacy of wri ting is performed through the agency of Venn in the novel. 
However, as the analysis of the characterization of the reddl eman has 
disclosed, he is described as the embodiment of writ ing. This means that 
ultimately,  what Hardy depicts is  the paradox of using wri ting in order to 
repress i t  and help Egdon return to its  native state untouched by modern 
civilization. In short ,  the return of the native is  simultaneous with that  of the 
repressed— the superficiality of writing. Thus, what we witness in the end is 
Hardy in the face of the irresolvable difficulty of  writing The Return of the 













Masaki Hara 38 
 
 
Chapter 2  
Writing, Money, and The Mayor of  Casterbridge  
 
Introduction 
Thomas Hardy’s  The Life and Death of  the Mayor of  Casterbridge  (1886) 
is  given the subti tle, A Story of  a Man of Character .  Although “a man of 
character” is  a common idiomatic expression meaning a  person who has a 
reputation for integrity or nobil ity,  what the word “character” precisely means 
here has been one of the biggest  problems for the readers of the novel,  and it  
has been interpreted generally in three ways. First ly,  many readers,  comparing 
the novel with Greek or Shakespearean tragedies,  have considered i t to be the 
moral character or ethos that  the protagonist  Michael Henchard embodies. 7  
Secondly, invoking Freudian psychoanalytic theory, Perry Meisel  interprets 
the word “character” as the inner mind of the self.  Thirdly,  putting i t in the 
context of Victorian polit ical economy, Simon Gatrell  regards the word as 
about the individual character in liberal  society,  the importance of which J.  S. 
Mill  explains,  for example,  in his On Liberty  (1859) (Gatrell  Thomas Hardy  
68-96).8  Although their ways of reading the word are different from each other,  
they rest  on the one and the same tacit assumption that it  must be something 
related closely with interiori ty.  However, deriving from the Greek verb 
meaning to cut a furrow in or to engrave, the word “character” also has the 
meaning of marking or writing. Therefore,  if  the word is taken in that sense 
according to its derivation, we could consider the theme of the novel to be 
writ ing.  
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This is  not simply t o play with the etymology because in fact  various 
pieces of writing frequently appear in the novel and because each of them 
plays a crucial  role in developing the novel’s plot.  One of the most decisive 
turning points in Henchard’s l ife comes when he sells  by auction his wife 
Susan and daughter Elizabeth -Jane to the sailor Richard Newson, who happens 
to be present at  the auction. Gaining by this transaction “Bank of England 
notes for five pounds” and being a “free” man again, he succeeds in obtaining 
the position of the mayor of Casterbridge (13). 9  What causes the decline of 
him is also a note: a Scot, Donald Farfrae, who will replace him as mayor,  
appears as a kind of writ ing before him in their first  encounter.  On the way to 
America to gain business opportunities,  happening to pass by the scene where 
some town folk blame the mayor for  the bad bread made from his wheat,  
Farfrae sends him a “note” in which a method for improving bad quality wheat 
is  written (37). In addition, the misdelivery of letters acceler ates Henchard’s 
downfall: Susan’s last  let ter informing him that  Elizabeth -Jane is really 
Newson’s daughter reaches i ts  destination too early,  and as a result  he is  
alienated from Elizabeth -Jane Newson. Furthermore, the love let ters sent by 
Lucetta Templeman to him at  one t ime when they were lovers are purloined by 
Joshua Jopp, who plots and carries out the skimmington. Consequently,  he dies 
in the ending of the novel, leaving “a crumpled scrap of paper” on which his 
will is  inscribed with a pencil (308). A s is shown in this quick glance at  the 
plot,  there is  li tt le doubt that  writ ing performs a decisive role in the formation 
of the narrative fabric of A Story of  a Man of Character .  
Therefore,  the purpose of this chapter is  to examine in detail  how 
writ ing is related with the narrative development of the novel of the career of 
Masaki Hara 40 
 
 
Henchard. Naturally, this attempt involves analyzing how Hardy considers 
writ ing in the novel.  In section one, I pay attention to the fact  that  the conflict 
between Henchard and Farfrae  is  at  the core of the plot .  What is  mainly 
described in the novel is  how Farfrae comes to replace Henchard as the mayor 
of Casterbridge. Importantly,  as Earl  Ingersoll  rightly points out, the 
opposition between Henchard and Farfrae is  compared with the on e between 
speech and writing.  More precisely,  the narrative focus is  placed on the 
difference between their governance systems: Henchard’s regime is dependent 
upon his “viva voce  system”, whereas Farfrae introduces the system based on 
“(l)etters and ledgers” (85) newly into the town. This means that the trajectory 
of the novel can be seen as the process in which the writing -based system 
subjects the community of Casterbridge to i ts  rule.   
To be sure, as Ingersoll argues,  Hardy’s concept of writing in this n ovel 
as well as in The Return of  the Native  is quite similar to the post -structuralist  
theory of textuality.  Especially in this novel,  writ ing is characterized by i ts  
independence of the one who writes: as opposed to speech, which is regarded 
as an immedia te expression of a speaker ’s  interiority,  writ ing is considered to 
be a medium which does not necessari ly work as the writer intends since i t  
presupposes his/her  absence. 1 0  However,  my argument is  different in two 
respects from Ingersoll’s.  First , in this chapter as well as in the previous one,  
I emphasize that  Hardy thinks of writ ing as a symbol of modernity.  In the 
novel,  the process of writing’s permeation into Casterbridge is equated with 
that of modernization. 11  Second, I suggest that the relationship between speech 
and writing in the novel is  not simply a binary opposit ion. While Farfrae 
brings the writ ing-based system into the town, he simultaneously attempts to 
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tame the uncontrollabil ity of writing by means of his voice, which has its 
origin in his interiority.  This is  why the town appears to be a stable modern 
community despite the fact  that  i ts  governance comes to be based on writing, 
which is in danger of gett ing out of control .  In brief,  the principle of his 
system is the hidden complicity between  the two.  
     However, as I discuss in section two, after the advent of the horse -drill ,  
the emblem of the writ ing-based system, the instabili ty of  the modernized 
town gradually increases.  This situation is symbolically shown in the episode 
of the skimmington, the social  disturbance which is caused by an unruly mob 
living in a slum. It  should be noted that  one of the major factors behind the 
outbreak of the riot  is  the misdelivery of  Lucetta’s love let ters. This implies 
that  the unmanageabil ity of writ ing is related closely with the social  disorder.  
By now the course of the history of the town is shaped both inexorably and 
arbitrari ly by the writ ing-based system, which is no longer under the control  
of Farfrae.  Furthermore, it  is to be stressed that  this ar bitrary force of writ ing 
is described more plainly in the scenes where Newson the sailor appears. In  
section three,  I examine how the life of Henchard is caught  in the arbitrary 
power or writ ing, directing my attention to a kind of writing which Newson 
embodies—money.1 2  As a result of this consideration, we will  see that  what 
Hardy tries to depict  in A Story of  a Man of Character  is not Henchard’s self -
contained inner character i tself but how it is  always -already mediated by 
writ ing. Thus, I conclude finall y that  the narrative of the novel as the career 
of Henchard is driven both peremptorily and at  random by the arbitrary force 
of writing.  
 




The story of The Mayor of  Casterbridge  centers round the confrontation 
between Farfrae and Henchard: using the latest science technology, an 
embodiment of which is the horse -drill ,  a new agricultural  machine, Farfrae 
wins the battle and becomes the authority of Casterbridge while Henchard 
brings himself to ruin.  As numerous cri tics have noted, this story represents 
the process of the drastic change of  the country under the industrial  
modernization. It  is ,  though, equally important that  Farfrae also has the 
technology of writing let ters.  For, as  the narrator suggests, it  is this 
technology that  causes the reversal  of the power relationship between Farfrae 
and Henchard:  
Meanwhile the great  corn and hay traffic  conducted by Henchard 
throve under the management of Donald Farfrae as i t  had never 
thriven before.  It  had formerly moved in jolts;  now it  went on 
oiled castors.  The old crude viva voce  system of Henchard, in 
which everything depended upon his memory, and bargains were 
made by the tongue alone, was swept away. Letters and ledgers 
took the place of “I’ ll  do’t ,” and “you shall  hae’t”;  and, as in all 
such cases of advance, the rugged picturesqueness of the old 
method disappeared with i ts  inconveniences.  (85)  
As is suggested in this passage, i t  is  with the introduction and diffusion of the 
writ ing-based system of Farfrae that  the industrial  modernization of  
Casterbridge advances.  In the novel,  modernity is  closely associated with 
writ ing. In the first place,  Farfrae appears before Henchard as a note,  the leaf 
torn out of his pocketbook, in which a scientific method for improving bad 
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quality wheat is writ ten (37).  The distribution of the wheat purified by Farfrae 
throughout the town, then, also implies that  of “(l)etters and ledgers” (85). 
Thus, The Mayor of  Caserbridge  is  a novel which describes how the rural  
community becomes governed by the writ ing -based system, the symbol of 
modernity.  
The process of the diffusion of “letters and ledgers” seems to be 
described posit ively.  As the narrator says in the above passage, Henchard’s 
viva voce  system is crude, rugged and inconvenient as it  is  based on his own 
unreliable memory and tongue. In contrast , the writ ing -based system, which 
Farfrae adopts,  is  not dependent upon any particular individual and then 
available to anyone; therefore,  it ,  the narrator impl ies,  has brought prosperity 
to Casterbridge. Thus, i t  seems that  the relationship between the voice -based 
system and the writ ing-based one is a hierarchical binary opposition in which 
the latter is  superior to the former.  However,  as we will  see in what fo llows, 
it  is  also suggested in the text that  the writ ing -based system has two problems.  
Both of these two problems are seen in an event which, in retrospect, 
appears to be one of the fatal causes of the downfall of Henchard: the event 
where Susan’s last  le tter informing him that  Elizabeth -Jane is not Henchard’s 
but Newson’s daughter reaches Henchard at the wrong t ime. The letter 
addressed to him is “with the restriction, ‘ Not to be opened ti l l  Elizabeth -
Jane’s wedding -day’”, but he does not care for the pro viso at all  and reads it  
because “the seal had cracked, and the letter was open” (117).  Her let ter is  not 
delivered to Henchard as intended. As a result ,  the relation between Henchard 
and Elizabeth-Jane worsens suddenly.  
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     The first  problem we can see in this episode is that  while writing is the 
technology which, unlike the viva voce  system, anyone can use,  s/he has to 
learn how to use it ;  otherwise,  in a writ ing -based society such as Casterbridge, 
s/he,  like Hencahrd, can suffer a disadvantage and beco me a social  misfi t.  The 
fact  that  Henchard is not good at  writ ing is underlined in the novel.  Farfrae,  
now the manager of Henchard’s firm, clears up with dexterity “the numerical  
fogs which had been allowed to grow so thick in Henchard’s books”, whereas 
“Henchard himself was mentally and physically unfit  for grubbing subtleties 
from soiled paper; he.. .found penmanship a tantalizing art” (72). Henchard 
himself is  also well  aware o f his lack of l i teracy, saying “I’m so bad at  let ters” 
(75) or “I am a poor too l with a pen”  (122).  As a result,  his social  status in 
Casterbridge declines gradually.  However,  at  the same time, this implies that  
if one masters the technology of writ ing,  s/he can move up the social  ladder. 
It  is  Elizabeth-Jane who is typical  of those who adjust  th emselves well  to the 
new regime based on writ ing. In contrast  with Henchard, who remains 
“uncultivated” (121), she takes pains to learn the technology from Farfrae by 
picking up “a portion of the draft  of a letter on business in Donald Farfrae’s  
writ ing…to  copy the calligraphy” (104);  by reading omnivorously (121) and 
taking notes incessantly all  on her own (124); or by borrowing books from 
Farfare (284).  Thus, having cultivated herself,  she becomes the wife of the 
new mayor in the end. To be sure,  by descr ibing the ruin of Henchard, Hardy 
suggests the problem that  it  is difficult  for one to adapt oneself to the 
modernized society based on writing. But,  on the other hand, the case of 
Elizabeth-Jane has the effect  of making the problem appear to be of minor 
importance for the writ ing-based system. The description of her as a 
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successful  person can give to the readers of the novel the impression that  the 
problem can be resolved by self -help.  
However, in the scene of the misdelivery of Susan’s let ter, we can see 
another problem which could shake the foundation of the writing -based system. 
The crucial  problem is that  since writ ing presupposes the absence of the writer,  
there is  a danger that it  may get out of her/his control . Even if Susan and 
Henchard had a mastery of writ ing— that is  to say, Susan sealed up her let ter 
securely and Henchard knew that  he had to  heed the restrict ion— ,  Henchard 
could sti ll  open and read i t and Susan, being absent, could not prevent him 
from doing so. Therefore,  the writ ing -based system ’s advantage to be 
independent of a particular individual’s memory and tongue is also i ts  
disadvantage. Writ ing does not necessarily work as the writer intends.  
Accordingly,  whether one is master of writ ing or not,  s/he might have such an 
accident as befel l Henchard. Hardy implies that the system has the fatal  
problem which is fundamentally unsolvable — the problem of the 
uncontrollabili ty of writ ing. 1 3  
     This fundamental  problem, however, does not —at least , not 
immediately—rise to the surface. Why does Casterbridge appear to be a 
relatively stable community in spite of having installed the writ ing -based 
system? As I argue below, i t  is  because Farfrae takes a measure to tame the 
instabili ty of the system. The measure is  nothing but his voice, especially,  hi s 
singing. Remarkably, it  is by recit ing a Scott ish poem with deep feeling in 
front of the inhabitants that he “completely take[s] possession of the hearts” 
(51) of them. We can see him singing several t imes in the novel. Hardy implies 
that  the system diffuses into Casterbridge along with his singing voice.  We 
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have seen that in the novel, Henchard’s “ viva voce  system”, unlike “letters 
and ledgers” which are essentially impersonal,  is  considered to be connected 
with his personali ty:  in other words, it  is  sug gested in the novel that speech 
can give one access  to the interiori ty of the speaker.  Therefore,  Farfrae’s 
singing with emotion functions to give the inhabitants of Casterbridge the 
il lusion that  “letters and ledgers” are nothing more than his  system and then 
under his control.  His regime can maintain i ts  stabil ity by means of his voice’s 
taming of the system. What has transformed Casterbridge into a modern 
society is  the system which is based on Farfrae’s voice as well  as writing. In 
short , the principle of Farfrae’s system is the hidden complicity between 
writing and voice.  
   This complicated relationship, in which writing and voice are mutually 
exclusive and supportive at  the same time, can be regarded as parallel  with 
“the curious double strands in Far frae’s thread of l ife—the commercial and 
the romantic” (149).  The narrator says that “[ l] ike the colours in a variegated 
cord those contrasts could be seen intertwisted, yet  not mingling” (149).  Here, 
we should remember that  Farfrae’s system is based not o nly on letters but also 
ledgers—books of financial  accounts. This means that  in the novel,  writ ing is 
considered to be associated closely with commerce. If so,  we can see his 
commercial  strand as correspondent to his skillful  use of writing. On the other 
hand, there can be li tt le doubt that his romantic strand corresponds with his 
sentimental  singing of Scott ish poems. Just  l ike the double strands in his 
thread of life,  writ ing and voice in his system are intertwisted, yet  not 
mingling.  
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What il lustrates the  complicit  relationship between writing and voice 
arguably most dramatically is one of the most  famous scenes in the novel—
the scene where “the new -fashioned agricultural implement called a horse -
dril l,  t il l  then unknown, in its  modern shape, in this part  of the country” (156) 
is  introduced into Casterbridge by Farfrae.  It  is worth noting that  Farfrae 
explains to those who crowd around this modern agricultural  machine how 
revolutionary i t is as follows:  
“It  will  revolutionise sowing heerabout! No more sower s fl inging 
their seed about broadcast ,  so that some falls  by the wayside, and 
some among thorns,  and all that .  Each grain will  go straight to i ts 
intended place,  and nowhere else whatever!” (158)  
Here,  Farfrae attempts to differentiate clearly the new way of sowing from the 
old one. This explanation can remind us of the passage in which the narrator 
says that  “letters and ledgers”,  taking the place of “the old crude viva voce  
system of Henchard”, has given prosperity to Casterbridge. As we have seen, 
the writing-based system is described as emblematic of modern science and 
technology which Farfrae has brought into Casterbridge. If  so,  the horse -dril l  
is  considered to be related in some way with the system. Here we will  recall 
the argument in section two of the previous chapter of this thesis:  that  in The 
Return of  the Native ,  cultivation of land is compared with writ ing on paper.  
For Hardy, agriculture has a great  deal  to do with writing. Therefore,  Farfrae’s 
explanation that the horse -dril l enables sowers to  seed according to their 
intentions can be also read as the very explanation for his writing -based 
system by which any letter can arrive as intended. To be sure,  in the 
agricultural  context,  the verb “drill” means to plant seeds in rows, but the act 
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also is  to dri ll  holes or to draw lines in the surface of the field,  which can 
remind us of inscription. The machine is,  as i t  were,  an enormous stylus or  
pen, and therefore the dril ling implies the act  of signification: each signified 
is given to its  intended s ignifier just  as each seed is sown in its  intended place.  
David Musselwhite also argues that the horse -dril l ,  which appears to be the 
“glorified writing machine or ticker - tape puncher”,  symbolizes Farfrae’s 
“signifying system that  depends upon an exact ali gnment of signifier and 
signified” (69).  Thus, the horse -dril l  can be interpreted not only as an 
agricultural  machine but also as the symbol of the writ ing -based system of 
Farfrae.  
     On the other hand, we should also pay attention to where Farfrae’s 
explanation of the horse-drill  is  put in the text:  i t  immediately follows the 
passage in which, humming a song, he tries to understand how the internal 
mechanism of the machine operates.  As is implied in this fact , it  is his singing 
that  has the function of domesticating this machine, whose exterior is 
chimerical  and uncanny. At first ,  the horse -dril l is  described as follows: “(t)he 
machine was painted in bright hues of green, yellow, and red, and i t resembled 
as a whole a compound of hornet,  grasshopper,  and shrimp, magnified 
enormously” (156).  However,  the unnatural  amalgam is,  then, made 
understandable and familiar by Farfrae’s “humming of a song,  which sounded 
as though from the interior of the machine” (157).  This is  how the monstrous 
machine is transformed into an aesthetic object , “a sort  of agricultural  piano” 
(156):  
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They [Lucetta and Elizabeth -Jane] could see behind i t  the bent 
back of a man who was pushing his head into the internal works 
to master their simple secrets.  The hummed song went on —  
 
“’Tw—s on a s—m—r aftern—n 
A wee bef—re the s—n w—nt d—n, 
When Kitty wi’ a braw n—w g—wn 
C—me ow’re the h—lls to Gowrie.” (157)  
It  is  not unti l,  so to speak, he inspires or animates the monstrous contraption 
with his voice before the inhabitants’ eyes that i t  ch anges into his writing 
machine—the machine which symbolically shows that  writ ing is controllable. 
In other words,  i t  is  as long as his voice echoes in the inside of the writ ing 
machine that  he can hide the fact  that  writ ing is always in danger of running 
out of control . In this way, his singing has the function of maintaining the 
stabil ity of the modernized society based on “letters and ledgers”,  making 
people believe that  writ ing can be tamed.  
As I have argued,  in the scene where the horse -dril l  makes i ts 
appearance, we can see the essential feature of Farfrae’s system, which has 
replaced Henchard’s:  the complicated relationship between writing and voice, 
which is opposit ional and at  the same time cooperative.  However,  as I will  
discuss in the following sec tion, it  is  with the advent of the horse -drill ,  the 
embodiment of the writ ing-based system, that  the instabil ity of Casterbridge,  
now a modernized society,  gradually increases. Importantly,  the first signs of 
Casterbridge’s falling into confusion have alre ady become apparent in the very 
scene where Farfrae attempts to tame the machine by means of his singing 
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voice.  In what follows, I start  by considering why the song he hums is heard 
only in part .  
 
2 
In the previous section, I have argued that Farfrae’s regime is based on 
the hidden complicity between writ ing and voice.  The writing -based system, 
which Farfrae installs into Casterbridge, has the grave problem that  i t  might 
get  out of control  since it  presupposes the absence of the writer.  He, then, 
attempts to domesticate the uncontrollabili ty of the system by using his 
singing voice,  which, unlike writ ing, has i ts  origin in his interiori ty.  As we 
have seen in the scene where he introduces the horse -drill ,  i t  appears that  his 
attempt succeeds. Accordingly,  this scene seems to indicate that  he will 
supersede Henchard as mayor sooner or later.  However, at  the same time, the 
scene foreshadows that  his authority will  be undermined by the very machine: 
or in other words,  that  it  will  get  out of his control  and begin to write the story 
of Casterbridge by i tself.   
Let us return to the moment when Farfrae,  humming the song and putting 
his head into the internal machinery of  the horse -drill ,  masters i ts  simple 
secret . Here,  it  should be noted that  his poem is torn apart  into the fragmentary 
let ters:  i t  is  only part ly heard by the inhabitants gathering around the machine. 
As I have argued, his explanation of this machine can be interpreted as the 
one for his writing-based system by which any letter can arr ive as intended. 
Ironically,  despite his explanation, some of the sounds which consti tute his 
song do not reach the audience as it  is  blocked by the body of the writ ing 
machine. Therefore,  what the scene implies is n ot so much his animating it  as 
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his being absorbed into it .  Thus,  at  the very moment when he tries to subject  
it  to his control  by humming a song, the text tacitly reveals that his voice loses 
control  over it .  It  is  by subjection to the machine that  he beco mes a man of 
authority in Casterbridge. From then on, not Farfrae but the horse -drill  comes 
to write the story of Casterbridge. If so, no author is  present in the town. 
Readers have often considered the ending of the novel as Farfrae’s 
replacement of Henchard as mayor.  However,  he is  himself displaced by the 
writ ing machine— the absent center of the modern society which assigns the 
mayoral  role to him.  
What shows the above situation most dramatically is  the whole story of 
the skimmington planned by Joshua Jo pp, in which the effigies of Henchard 
and Lucetta, his former lover but now Farfrae’s wife,  are paraded on a donkey 
by a noisy multitude. Jopp bears a grudge against  them not only because he 
could not become the manager of Henchard’s firm with Farfrae’s ar rival; but 
also because Lucetta sent him away with an arrogant at t itude when he, seeking 
a job, visited Farfrae’s house. Thus, he conspires with the poor l iving in 
“Mixen Lane—a back slum of the town, the pis aller  of Casterbridge 
domiciliat ion” (170) to retaliate against  them. The social  confusion by the 
skimmington results in the humiliation for Henchard, who has already lost  
credibili ty with the townsfolk,  and the death of Lucetta.  
First  of al l ,  we should take notice of the fact  that the introduction of the 
horse-dril l into Casterbridge has something to do with the formation of Mixen 
Lane, the slum where the skimmington -ride is  planned. In the novel, i t  is  
implied that  i ts  outbreak is one consequence of the modernization of the town. 
The narrator describes Mixen (meaning refuse or excrement) as follows:  
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Mixen Lane was the Adullam of all  the surrounding vil lages . It 
was the hiding-place of those who were in distress,  and in debt, 
and trouble of every kind….Rural mechanics too idle to 
mechanize…drifted or we re forced into Mixen Lane . (236) 
Here,  the narrator suggests that  the horse -drill ,  the symbol of modern 
mechanization, has “forced” them to go to Mixen Lane. As Will iam Greenslade 
points out,  those who l ive in Mixen Lane, which stretches out “like a spit  i nto 
the moist  and misty lowland” (236),  can be seen as the equivalent of the lowest 
urban poor.  For they, l iving in slums situated beside polluted rivers, were 
figured as “shit” (Greenslade 49).  Therefore, the skimmington is described as 
a kind of violent disturbances by an unruly mob in urban areas rather than the 
kind of traditional folk customs common in vil lages and country districts.  It  
is  also worth noting that  the donkey is used in the skimmington. It  can be 
considered to be a symbol of a horse,  one of the oldest  means of transportation 
that  is being replaced by the railway, which has “stretched out an arm towards 
Casterbridge at  this time” (245). 1 4  The use of the donkey is suitable for the 
disturbance by those who are “too idle to mechanize”.  Probabl y, then, i t  is  no 
coincidence that , on the morning of the very day when the skimmington is 
going to be carried out,  a royal personage passes through Castebridge, “on his 
course further west  to inaugurate an immense engineering work out that  way” 
(243).  The authorit ies of Casterbridge including Farfrae take this occasion “to 
express i ts sense of the great  services he had rendered to agricultural science 
and economics,  by his zealous promotion of designs for placing the art  of 
farming on a more scientific foo ting” (243).  Importantly,  that  scene is based 
on the historical  fact  that  in late July 1849, Prince Albert  traveled to 
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Dorchester (being the model of Casterbridge) by railway. In this way, the 
contrast between the royal procession and the “motley processio n” (279) of 
the mob symbolizes the opposition between modernization and what is  
oppressed by i t .  
   Therefore,  to  be sure,  what is  suggested in the whole story of the 
skimmington is that while modernization has brought prosperity to 
Casterbridge, i t  simultaneously has produced the hotbed of social disorder,  
the slum where the social  misfi ts  live. At the same time though, it  should not 
be overlooked that  what triggers the skimmington is Henchard’s misdelivery 
of the love-let ters,  the “torrent of letters” whi ch Lucetta “was addicted to 
scribbling” and sent to him in the past (138).  Complying with her request  that 
he should return the let ters to her,  he accidentally entrusts Jopp with the task 
to deliver them to her without knowing Jopp’s malice toward her.  Mor eover,  
“[t]he pen and all  i ts  relations being awkward tools in Henchard’s hands”, he 
does not seal  up the package (235).  This is  why Jopp reads the letters 
surreptit iously,  and then plots the skimmington. This misdelivery of Lucetta’s 
love let ters can be interpreted almost in the same way as that  of Susan’s last 
let ter.  No doubt, one of the causes of the occurrence of the skimmington is 
that  Henchard st il l  cannot adjust  himself to the writing -based system. However, 
here again,  we can see the fatal  problem w hich the system has:  the problem 
that  writ ing does not always work as the writer intends since i t  is  intrinsically 
separated from her/his interiori ty.  Therefore,  even if Henchard, achieving 
mastery of writ ing, sealed up the package of the love letters secu rely,  Jopp 
could st il l  open it  and read them and Henchard, being absent,  could not 
preclude him from doing so. If so,  the text reveals that  one of the background 
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factors of the breaking out of the skimmington is the uncontrollabil ity of 
writ ing.  
     This indicates that  the writ ing-based system has already got out of 
Farfrae’s control .  This is  symbolically shown by the fact  that  the skimmington 
occurs during his absence. What reaches the ears of the inhabitants of 
Casterbridge during the rioting is “a devil  of a noise” (262), not his beautiful 
voice,  which is expected to tame the instabil ity of the system. Importantly,  
even after he has been given accounts of  the skimmington by those who are 
concerned, he remains without knowing the whole truth of the event.  
Surprisingly,  he does not even know anything of “Jopp’s incitements” (279).  
For Mr. Grower,  a prominent burgess,  and two constables could not catch, not 
even find, the mob. While Mr. Grower says encouragingly to them, “Here, I’l l  
come with you. We’ll  see what a few words of authority can do. Quick now”, 
he demonstrates in the end that  a few words of authority can do nothing (261). 
In a series of the events concerning the skimmington, the authorial  control 
does not work well .  As we have seen in the previous  section, the narrator 
emphasizes how dexterously Farfrae clears up “the numerical fogs” (72) which 
grow thick in Henchard’s account -books. Yet in this scene, he cannot exercise 
his control  skillfully over the chaos “spreading l ike a miasmatic fog” (248). 
This is,  of course,  not to say that  Jopp is the true author of the whole story of  
the skimmington because he had no intention of kill ing Lucetta despite his 
animosity against  her.  Therefore,  the tumult ,  originating in the misdelivery of 
the love letters and spreading l ike a miasmatic fog under no one’s control,  
culminates in the unexpected death of Lucetta. It  is inevitable that  at  last , 
Farfrae decides to “regard the event as an untoward accident” (279).   
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     Indeed, what the skimmington ultimately brings  about to Casterbridge 
is not a decline but further prosperity.  This is  epitomized by the successful 
marriage between Farfrae and Elizabeth -Jane near the ending of the novel.  
However,  i t  should not be overlooked that  this result  is  accidentally produced 
by the unforeseen event of Lucetta’s death.  Elizabeth -Jane has the acute 
awareness of this. In the last  paragraph of the novel, the narrator states as 
follows: “in being forced to class herself among the fortunate she did not cease 
to wonder at  the persistence of the unforeseen” (310).  Looking back on her 
own life,  she realizes that  i t  depends upon unexpected occurrences.  Here we 
should remember that the misdelivery of the love letters acts as a trigger for 
the unpredicted death of Lucetta.  If  so, the remote cause of this ending is 
writ ing, which cannot be controlled by anyone. In other words,  not Farfrae but 
the writ ing-based system, which is embodied by the horse -drill ,  is at the helm 
of Casterbridge despite the fact  that  he is  the mayor of the town. What sh apes 
the course of the history of this community is  the arbitrary force of the system, 
which is no longer under his control .  
   In the previous section, I have argued that  he introduces the system into 
the town, whereas he attempts to get  i t  under control  by means of his singing.  
However, as we have seen in this section, what is  indicated in the whole story 
of the skimmington is not only that  he has lost  control  of the system but also 
that  i t  has in turn had the whole town in its  arbitrary power.  Importantl y,  this 
power to change the fortunes of a community or an individual both 
peremptorily and at random can be seen more distinctly in some scenes where 
Newson the sailor makes his appearance. In the following section, I will  
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examine how arbitrarily this power dictates the career of Henchard, directing 
my attention to a kind of writ ing embodied by Newson —money.  
 
3 
The characterization of Newson has rarely attracted cri tical attention. 
This seems quite natural because he hardly appears in Casterbridge, which is  
almost only one stage of the novel.  Not sett ling anywhere and always 
travelling by sea,  he is  one of the “rovers and sojourners” (293).  Even if he 
has any presence in  the town, i t  is  that  of a ghost  at  most because he is 
considered to be drowned unti l  he appears suddenly from the open moor,  which 
is separated from Mixen Lane by a stream. Moreover, even after he reunites 
with his daughter he has been looking for  and attends her wedding to Farfrae,  
“the returned Crusoe” dares to settle in not the town in whi ch she lives but a 
town near the sea, which is “a necessity of his existence” (304). However, it  
is  his floating from place to place,  and his absence from or ghostly presence 
in Casterbridge that is the very reason we should give cri tical  attention to him.  
As we have seen in section one of the previous chapter, the rootlessness of 
modern society,  which is symbolized by writ ing, is compared to the sea,  which, 
unlike firm ground, incessantly changes.  In this novel,  the nomadic l ifestyle 
of “the returned Crusoe” can be interpreted as correspondent with the 
unmanageabil ity of writ ing. Here we should take a look at  the fact  that  Fafrae,  
who brings the writ ing-based system into Casterbridge, is  also a rootless 
wanderer.  It  is  true that  he has eventually become the  mayor of the town. 
However,  i t  should not be overlooked that  Farfrae (meaning “far from”),  being 
far from his home in Scotland and on his “way to Bristol ,  and on frae there to 
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foreign parts” (51),  happened to remain in Casterbridge by chance. Thus, 
Newson can be thought of as having something to do with writing.  
When paying attention to Newson with this concern, we will  notice that  
the first  time he makes his appearance in the novel,  he has a kind of writing, 
that is to say, money. In chapter one of the no vel, having “real money” (13),  
Newson emerges from the entrance of the tent in which Henchard puts his wife 
and child up for auction. “All eyes were turned….A dead silence followed his 
affirmation” that  he would purchase her:  
The sailor…came in, unfolded f ive crisp pieces of paper, and 
threw them down upon the tablecloth.  They were Bank of England 
notes for five pounds. Upon the face of this he chinked down the 
shill ings severally—one, two, three,  four,  five.  (12 -13)  
This description of Newson’s first  appe arance might remind us of that  of 
Farfrae’s.  As we have seen in section one, Farfrae appears with “his hasty note” 
(37),  in which a scientific method for improving bad quality wheat is  written. 
Newson’s money, especially,  Bank of England “notes” can be reg arded as 
almost parallel  with Farfrae’s “note”.   
  To be sure, Newson and Farfrae are similar in that  both of them are the 
characters associated closely with writ ing. However, it  is  equally important to 
place the focus on the subtle but crit ical difference  between them. On the one 
hand, Farfrae’s writing -based system spreads gradually through the town with 
his singing voice.  Although the problem of i ts  uncontrollabili ty is  brought to 
the fore in the outbreak of the skimmington, he,  at  least  t il l  then, succe ssfully 
tames it .  But on the other hand, Newson’s money is not under control  of his 
voice from the beginning; on the contrary,  i t  silences everyone in the place.  
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Moreover,  i t  changes peremptorily the life of Henchard in an instant; as soon 
as his money appears on the table,  his wife and child become Newson’s,  and 
Henchard is freed from the burden. Surely,  i t  seems that  Newson’s money just 
grants Henchard’s wish that he should be “a free man again” (10) in order to 
succeed in l ife;  i t  is  because of this wish  that  he put them up for auction. 
However,  i t  should not be overlooked that  everyone in the place including 
Henchard and Susan consider this auction to be a joke until  real  money appears  
before their eyes:  
Up to this moment i t  could not positively have bee n asserted that 
the man [Henchard]…was really in earnest .  The spectators had 
indeed taken the proceedings throughout as a piece of mirthful 
irony carried to extremes….But with the demand and response of 
real cash the jovial  frivoli ty of the scene departed.  A lurid colour 
seemed to fil l  the tent,  and change the aspect of al l  therein. The 
mirth-wrinkles left  the listeners’ faces,  and they waited with 
parting l ips.  
            “Now,” said the woman, breaking the si lence, so that  her low 
dry voice sounded quite  loud. “Before you go further Michael, 
listen to me. If you touch that money, I and this girl  go with the 
man. Mind, it  is  a joke no longer.” (13)  
While Susan in the end presses Henchard to make a firm decision about which 
to choose, her statement proves t hat before the unforeseen emergence of “real  
cash” this auction was a mere joke. In addition, and importantly,  the narrative 
focus is  placed not on Newson himself but on his money on the table 
throughout this auction scene as if to say that  i t  suddenly app eared in the scene 
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independently of Newson’s intentions. Thus, what is  mainly described in this 
scene is neither Newson’s determination to buy Susan and her child nor the 
passionate deed of the heavily drunken husband, but the violent force of 
writ ing to change Henchard’s l ife both inexorably and arbitrar ily.   
It  is  by this power of writing that  Henchard is almost in a moment 
changed into “a man of character”,  the mayor of Casterbridge. It  is  worth 
noting that  the specific details  of his cl imbing up the ladder of success over a 
span of about twenty years are not  narrated at al l in the novel.  He sells  his 
wife in chapter one, reaches Casterbridge in chapter two, and appears suddenly 
as the mayor in chapter five.  “This narrative elision”, Michael Valdez Moses 
argues,  “lends greater credibili ty and force to one of t he governing myths of 
bourgeois culture: the heroic tale of the self -made man” (181). In other words, 
according to Moses, by omitt ing “the drudgery of physical labour,  the 
painstaking process of capital  accumulation, the mundane commercial 
disappointments and successes”,  and so on (181),  Hardy describes Henchard 
as a heroic self -made man. However,  my view is different from Moses’s. This 
narrative gap indicates how Henchard is magically transformed by writ ing into 
the mayor.  What Hardy attempts to delineate in The Life and Death of  the 
Mayor of  Casterbridge :  A Story of a Man of Character is not so much 
Henchard’s character itself as how unpredictably writ ing forms it .  If  so,  the 
word “character” in the t it le of the novel can be interpreted in i ts  etymological  
sense,  that  is  to say,  in the sense of writ ing. Thus, this hidden theme of the 
novel implies that the individuali ty of Hanchard is always -already mediated 
by writ ing.  
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     Focusing particularly on Newson’s writ ing, we have seen thus far how 
Hardy undersco res not only writ ing’s uncontrollabil ity but also i ts  arbitrary 
force to change the career of Hanchard both decisively and haphazardly.  Here 
again,  when turning our attention to the scene of the skimmington, we can see 
that  this force is also depicted in t his scene. This is  more than coincidence 
because the person who funds the project  of the skimmington is none other 
than Newson, who appears like a revenant in an inn of Mixen Lane where Jopp 
and others are planning i t:  “he threw a sovereign on the table”, neither 
knowing its  target  nor Jopp’s motive at  al l  (241).  This means that  not only the 
misdelivery of Lucetta’s love let ters but also Newson’s money is related 
deeply with the outbreak of the riot .  Therefore i t is quite natural that  writ ing’s 
arbitrary power is  described in the episode of the skimmington.  
Also called “[t]he satirical mummery” (257),  the procession is a kind of 
puppet play dramatizing the past  relationship between Lucet ta and Henchard 
with their effigies.  These “stuffed figure[s]” with “fa lseface[s]” (258) are 
mere characters representing the originals in the play. However,  remarkably,  
the lives of the originals are described as dependent upon their figures,  which 
are made of old clothing—a kind of text .  Looking at  her  effigy and repeatedly 
saying, “’Tis me” (259) or “She’s me—she’s me” (260),  Lucetta falls  heavily 
to the floor; then, the effigy is thrown away by rioters into a stream called 
“Blackwater” (meaning li terally sewage, and connoting not only death but also 
ink staining clothes); at  last,  she collapses,  miscarries and dies.  This series of 
events seems as if  to say that  discharging her figure into Blackwater causes 
her death:  or in other words,  that  her representation holds sway over the l ife 
of herself.  Such a displacement of the o riginal  by i ts  representation is seen 
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more clearly in the relationship between Henchard and his effigy. Looking 
into the stream, he sees something floating:  
At first  i t  was indist inct ,  by reason of the shadow from the bank; 
but i t  emerged thence, and took shape, which was that  of a human 
body lying st iff and stark upon the surface of the stream.  
   In the circular current imparted by the central  flow the form 
was brought forward, t il l  i t  passed under his eyes;  and then he 
perceived with a sense of horror th at  i t  was himself .  Not a man 
somewhat resembling him, but one in all  respects his counterpart , 
his actual  double,  was floating as if  dead in Ten -Hatches-Hole. 
(276) 
In order to make sure of what he has perceived, he asks Elizabeth -Jane to look 
into the pool and tell  him what she sees.  First ,  she tells  him that  i t  is 
“[n]othing”; second, “a bundle of old clothes”;  third,  “[t]he eff igy”, which has 
been thrown into Blackwater (277).  Consequently,  through Elizabeth -Jane’s 
help, he makes certain that i t  is  the image of him not himself,  and, unlike 
Lucetta,  narrowly escapes death.  However,  as the chain of paraphrases 
ironically suggests,  i t  is  he who is the eff igy,  a mere bundle of old texti les,  or 
“nothing” floating on the surface of the inky river.  In the last  s cene of the 
performance, i t  is suggested that  Henchard is almost transformed into a mere 
drift ing text.  
     Probably dimly perceiving that  he is  being absorbed into writing, which 
has spread into almost every corner of Casterbridge, Henchard tries to get  out 
of the town; “He had no wish to make an arena, a second time, of a world that 
had become a mere painted scene to him” (297).  Escaping from the artificial 
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town which is now inseparable from writing, he seems to succeed in taking 
refuge in a humble cottage in Egdon Heath—“that ancient country whose 
surface never had been st irred to a finger ’s depth,  save by the scratchings of 
rabbits,  since brushed by the feet of the earliest tribes” (306);  and then he 
seems to die in peace with Abel Whitt le at  his side,  who is also i ll i terate.  
However, the fact  that the refuge which he takes is  Egdon cannot help making 
us have a sense of foreboding that  his at tempt to extricate himself from writing 
might end in failure.  For,  as we have seen in the previous chapter of this  thesis, 
Egdon is compared to writing in The Return of  the Native .  The result  is  just 
as we expected. Henchard pins upon the head of his bed “a piece of paper” 
(308): his will , in which he directs,  “no man remember me”  (309). In this 
direction, we can see his earnest  desire to be freed from both the fake world 
based on writing and those who live there.  However,  ironically,  it  is  by means 
of writing that  he expresses his desire.  In other words,  as some cri tics put it ,  
it  is paradoxical  that  he writes the wil l  in order to be forgotten (Beer “Origins 
and Oblivion”; McLaughlin; Miller “Speech Acts”;  Wolfreys “Haunting 
Casterbridge”).  As a result ,  his will  is  read by Farfrae and Elizabeth -Jane, 
who, riding a horse,  have searched for him. It  should be noted that  H enchrd’s 
dead body is never described in this scene: instead, his will ,  the “crumpled 
scrap of paper”,  is  described as if  it  is himself.  This implies that  at  last ,  he 
has completely been transformed into a collection of characters written upon 
paper.  He could not get  out of the modern world inextricably l inked with the 
writ ing based-system. 
 
Conclusion 
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As we have seen, what Hardy attempts to describe in this novel is  how 
the life of Henchard is involved in the arbitrary power of writ ing, which 
cannot be controlled by the writer because it  is  intrinsically independent of 
her/his intention. In other words,  since Hardy regards writ ing as the symbol 
of modernity,  he tr ies to suggest  how uncertain a modern society is  by 
depicting the career of Henchard. As we hav e seen in section two, the whole 
story of the skimmington shows symbolically how unstable the community of  
Casterbridge is now that  the writ ing-based system, which is embodied by the 
horse-dril l ,  has been installed into the town. Indeed, as we have seen in  the 
scene where the horse-dril l  is  introduced by Fafrae,  Hardy describes Farfrae’s 
singing voice as having the function of taming writing. However,  what Hardy 
ultimately foregrounds in this novel is  i ts  uncontrollable and arbitrary power.  
It  is in this respect that  this novel is different from The Return of  the Native .  
For,  as we have seen in the previous chapter,  while implying that  primitive 
Egdon is actually the product of writ ing, the symbol of modernity,  Hardy 
simultaneously attempts to suppress writi ng strongly by means of the idea of  
inevitable fate.  To be sure, in this novel as well as in The Return of the Native ,  
Hardy sometimes explains why and how Henchard becomes brought to ruin 
through using the concept of fate.  Yet in this novel,  the arbitrary  power of  
writing to change peremptorily the course of Henchard’s l ife is  emphasized 
more strongly. In contrast with The Return of  the Native ,  in the ending of 
which Venn the reddleman becomes completely white by giving up dealing in 
reddle,  this novel foregrounds Henchard’s writing in the ending— the writ ing, 
against his intention, makes him live in our memory.  
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Chapter 3  
Tess of  the d’Urbervil les  and the Naturalization of Contingency  
 
Introduction 
     The words,  “destiny”, “doom”, or “fate”,  as is  well  kn own, appear with 
considerable frequency in Tess of  the d’Urbervilles  (1891).  As we have seen, 
especially,  in chapter one of this thesis,  one of the most important 
characterist ics of Hardy’s novels is  his use of the idea of fate as the driving 
force of thei r narrative development.  It  is  in Tess  that  i ts overwhelming power 
to determine the course of the novel is arguably described most memorably. It  
is  no wonder that  many cri t ics have argued that  the narrative of the novel is  
relentlessly driven by a tragic f ate toward an inevitable resolution: or in other 
words that all  of the events in the novel are inexorable and could not have 
happened any other way. In the novel, the idea of fate, which befalls Tess,  the 
protagonist  of the novel,  t ies in closely with the d’Urbervil le retribution and 
the coach legend. Immediately after Tess is  raped by Alec,  the narrator 
suggests “the possibil ity of a retribution” (82) according to which Tess must 
pay for her ancestors who ravished the country girls of their time. 1 5  It  takes 
the form of “the legend of the d’Urbervil le Coach” (232),  the details  of which 
gradually become clearer as the story unfolds.  
First ,  Angel mentions the regend right after he gets married to  Tess 
although he keeps si lent about i ts  detail  because it  is  ominous (chapter 33). 
Second, i t  is  talked about by Alec,  who reappears before her as a suitor after 
Angel goes to Brazil  alone (chapter 51).  He tells  her one version of the legend 
according to which one of the d’Urbervil les abducted a beautiful  woma n, who 
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tried to get  out of the coach in which he was carrying her off,  and in the scuffle 
she kil led him or he killed her.  The final  part of the story of the novel develops 
almost alongside this coach legend. When Angel comes back to Tess,  who has 
already become Alec’s wife because she was forced to accept his proposal in 
order to relieve the suffering of her poor family,  she stabs him to death,  
moaning as if  she is  “bound to some Ixionian wheel” (402).  It  is  suggestive of 
not only the wheel of Fortune, one  of the tarot  cards,  but also that  of the 
d’Urberville coach. Consequently,  she is  executed for murder and then the 
story ends, which strongly implies the realization of the possibili ty of the 
retribution. It  should not be overlooked that  the story is  abou t to unfold in 
accordance with the coach legend as early as in chapter eight,  where the dog -
cart  in which Alec and Tess ride goes down a hill  at  a terrific speed, “the 
wheels humming l ike a top” (60). Fortunately,  she can escape from the cart 
without kill ing him, but, in hindsight,  this scene indicates the beginning of 
the story based on the coach legend.  
     Numerous crit ics,  certainly,  have supported the deterministic view that 
the development of the story of Tess  is  based on the fatalistic  chain of cause 
and effect .  However,  some cri tics have discussed how chance is the principal 
driving force behind its  narrative development. 1 6  Above all ,  in his Fiction and 
Repeti tion ,  J . Hillis  Miller gives a groundbreaking analysis of how the 
narrative unfolds.  According to Miller,  in the novel, each event happens by 
chance although in a retrospective view the law of causality reigning over 
these events suddenly appears.  While former cri tics try to choose either fate 
or chance as what moves the narrative forward, Mille r argues that  these are 
two sides of the same coin.  Each crucial  event in Tess’s l ife “is at  once fated 
Masaki Hara 66 
 
 
and accident”,  or in other words,  “Hardy’s concept of fate cannot be 
dissociated from the notion of chance” ( Fiction and Repetit ion  139). Although 
Miller ’s argument is  highly helpful in considering the problem of fatality in 
the novel,  we have to make a partial  modification of i t .  Technically speaking, 
the opposite of chance is necessity and necessity is  not exactly synonymous 
with fate,  whereas Miller ’s argument appears to be grounded upon the 
supposition that  chance is opposed to fate.  Therefore,  we should redefine the 
concept of fatali ty in the novel as what is  intrinsically contingent but in  
retrospect can be seen as inevitable.  In short ,  Hardy’s conce pt of fate is  an 
amalgam of contingency and inevitabil ity.  
     The problem of fatality seems to be resolved by this modified version 
of Miller ’s interpretation. But in fact ,  the interpretation has room for even 
further development. To be sure, it  is by ad opting the non-historical and 
strictly formalist ic approach based on the theory of deconstruction that  Miller 
has achieved the breakthrough insight into the narrative mechanism of the 
novel. However, it  seems that the force of fate to dominate Tess’s caree r both 
inevitably and arbitrarily can also be reinterpreted in a historical context. For 
the d’Urbervilles,  which symbolize the power of fate,  are described as a ruined 
aristocratic family who had a very extensive estate in the South of England. 
This implies that  the rise of the bourgeoisie and the modernization of the 
country are behind the background of the decline of the d’Urbervil les.  
Accordingly,  it  is  presumed that in the novel,  Hardy relates the modernization 
of the country in some way to the d’Urber ville’s fateful retribution which 
inexorably overtakes Tess.   
     Therefore,  the purpose of this chapter is to reconsider Hardy’s use of 
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fate as the narrative impetus in the context of the modernization of the 
country.1 7  In section one, I pay attention to  the fact that  the d’Urberville 
family,  now an extinct  aristocracy without any mansions,  estates nor lands,  is 
figured as a mere family name writ ten in a book: as a floating text which has 
lost  i ts  original  referent and now can be related arbitrarily to an y referents. 
The d’Urbervil les are a mere writing whose meaning is contingent and cannot 
be determined. This is  the very reason the trajectory of Tess of  the 
d’Urbervil les  as the career of Tess is  dependent on sheer chance, not on the 
d’Urbervilles’ retribution. Here,  the theme of “writing” or “textuali ty”,  which 
we have seen in the previous chapters, recurs again in Tess .  The description 
of the d’Urbervilles as a drift ing text in the novel prefigures the post -
structuralist  view on textuali ty in the same wa y as the representation of Egdon 
as a textual surface in The Return of the Native  and the dramatization of the 
speech-writ ing binary in The Mayor of  Casterbridge .  In addit ion, importantly,  
the transformation of the d’Urbervil le family into a wandering text  is 
described as one consequence of the modernization of the country,  which 
uproots people from their native lands,  making them wander from place to 
place without any confident guides to determine the way to take. Here again, 
textuali ty is associated with rootless modern society in Tess  as it  is in the two 
earlier novels.  Thus, ironically,  the repeated mentions of the d’Urbervilles’ 
retribution and coach legend foreground the absence of the ultimate cause of 
Tess’s tragic life.  The uncertainness of modernit y is embedded in the structure 
of the novel.  
     However,  i t  cannot be ignored that  numerous cri tics have considered the 
development of the story to be dependent on the motif of inevitable retribution. 
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Therefore,  in section two, instead of brushing aside that  interpretation as 
based on their misreading of the text,  I will  examine how and why the novel 
encourages them to make such an interpretation of i ts  text .  As I will discuss 
in detail  in section two, a mechanism to naturalize the floating unfixed text o f 
the “d’Urberville” works in the novel.  By making the d’Urbervil les’ 
retribution appear to be based on the order of a natural  world,  this mechanism 
covers up the fact  that  modernization has deracinated the d’Urbervil les from 
their land and transformed them into a mere text.  As a result  of this work of 
naturalization, the contingency of each event in the story is  tamed and then 
the inevitable chain of events governing the story emerges.  In other words, 
the work of naturalization makes the novel’s narrative movement appear to be 
ruled by an idea of fate.  Importantly,  this naturalizing mechanism can also 
function to make the readers of the novel blind to the groundlessness and 
uncertainty of modern society:  or in other words to make them believe that 
everything has a single root cause.  If so,  Hardy’s concept of fate has the 
ideological  function of supporting modern society.  However,  at  the same time, 
Hardy attempts to reveal a contradiction which the ideology includes.  As I 
will  argue in section three,  the mech anism for naturalization of the 
contingency contained within the structure of the novel has the very 
contingency within itself.  Paradoxically, this working process involves the 
very contingency that it  t ries to tame. Thus, what the text of the novel reveal s 
is  this hidden, complicit  relationship between the work of naturalization and 
the contingency which should be controlled by i t.  
 
1 
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     In chapter one of the novel,  Parson Tringham, the antiquary, informs 
John Durbeyfield, Tess’s father, that he is the l ineal  representative of the 
ancient and knightly family of the d’Urbervil les derived from Sir Pagan 
d’Urberville coming from Normandy with Will iam the Conqueror.  Thus begins 
the story of Tess d’Urbervil le,  not Tess Durbeyfield.  However,  paradoxically,  
the information generates an unbridgeable fissure between the Durbeyfields 
and the d’Urbervilles first ly because, not being based on reliable evidence, 
Tringham’s information is a mere “curious bit  of lore” (15) as he admits i t  
himself;  secondly and more impor tantly because no one but the local  historian 
or genealogist  is  interested in the d’Urbervil les,  who are extinct  and do not 
have any estates except their family vault.  The fact  that  they have completely 
lost  their lands which could be the ground for their presence highlights their 
absence. Furthermore, the substance of them is never described from the 
beginning to the ending of the story.  They are impalpable like a shadow. 
Accordingly,  whenever the d’Urbervilles’ retribution is mentioned, its  
insubstantiali ty and emptiness are foregrounded. This implies the absence of 
an ultimate determinant of Tess’s l ife. If  so,  the trajectory of the novel as the 
career of Tess is  dependent upon chance.  
     The dominance of the retributive plot , which is closely l inked wi th the 
d’Urberville coach legend, over the whole story of the novel is weakened not 
only by the fact  that  the family has lost  i ts  lands.  It  is  also underlined that  the 
family exists as a mere name written in some books. Moreover,  losing i ts 
historical  context,  the name is no more than a text which, not having any 
particular meaning, can be interpreted arbitrari ly.  As a result ,  the development 
of the story appears to be accidental.  The textuality of the family is  shown 
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most explicit ly when i t is  explained ho w Alec’s original family name, Stoke, 
has been changed into d’Urbervil le. Alec d’Urbervil le comes into being 
because his father, Simon Stoke, “annexed” to his own name the family name 
of d’Urbervil le in the Brit ish Museum. The reason he chose i t  from among  
many names written on “the pages of works devoted to extinct,  half -extinct,  
obscured, and ruined families” is  that  “he considered that  d’Urberville  looked 
and sounded as well  as any of them” (44 -45).  Importantly,  this implies that  he 
has no interest  in the origin and evolution of the family which its name could 
denote.  Thus he “regraft[s]” (44) the name onto his own name as if he cites 
the text of d’Urberville  in utter disregard of the original context within which 
it  was put.1 8  
As a result , Tess and her parents, the narrator states,  are deceived by 
Alec, one of “her bogus kinsfolk” (95) because they are ignorant of “this work 
of imagination” and suppose that  “a family name came by nature” (45).  It  
seems that  what matters here is  the simplicity of Tess or t he fraud by Alec;  
but in fact  the problem is that the genuine d’Urbervil le’s identi ty cannot be 
determined. In other words,  this episode reveals that  a family name is always -
already a floating text whose relation to i ts  referent is  arbitrary.  If anyone can  
become a member of the d’Urbervil les by art ificially graft ing d’Urberville  
onto his/her own name, then the possibil i ty arises that  those who are 
acknowledged as the natural d’Urbervil le at  present can be actually one of the 
sham d’Urbervil les.  In that case,  tracing the d’Urberville family to i ts origin 
will not theoretically come to an end. Consequently,  cut off from nature,  
d’Urbervil le  appears to be a text floating without any intrinsic meaning. At 
the same time, i t  is suggested that  the life of Tess is  not necessarily related to 
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the d’Urbervil le family and so not to the retribution and coach legend 
attaching to the family.   
     The novel certainly reveals the fact  that  a family name is not natural  but 
artificial: or in other words, that i t  is a rootless  text we can annex to or remove 
from our own name. Yet, it  is  to be stressed that  in the novel, this fact  is  in 
no way regarded as a universal truth; instead the change of the d’Urbervil les 
into a rootless text is  considered in an historical  context.  As we  have noted, 
this change is deeply related with the fact  that  they are now an extinct 
aristocracy, having lost al l of their estates. Importantly,  i t  is  suggested that  
what brought them to ruin was the rise of the bourgeoisie and modern society,  
especially,  the permeation of industrial capitalism into the country.  In short ,  
the novel implies that as a result  of the modernization of the country,  the 
d’Urbervilles have been transformed into a wandering text. It  is  in this 
historical  context that  the episode of  Simon Stoke’s regraft ing d’Urberville  to 
his own name should be interpreted. He is described as “an honest merchant 
(some said money- lender) in the North” (44).  This implicates that  he belongs 
not to the landed aristocracy but to the moneyed bourgeoisie,  which acquired 
the dominant position in society by the power of financial  capital .  In addit ion, 
both the place which he came from, the North,  and his family name, Stoke, 
which reminds us of coal,  designate that  he was presumably involved in the 
Industrial  Revolution. Therefore,  as Ian Gregor observes,  the Stoke -
d’Urbervilles,  having settled in the South, the symbol of rural  England, and 
now living in the mansion where “(e)verything looked l ike money — l ike the 
last  coin issued from the Mint” (44), can be inte rpreted as the embodiment of 
the industrial  capitalism permeating into the south country.  Here,  we should 
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pay attention to the fact  that it  is  not unti l Simon Stoke’s transplantation that  
the d’Urbervilles are transformed into a rootless text.  Thus, the no vel implies 
that this transformation is one consequence of the modernization of the 
country.   
     In that  case, the modernizing process has something to do with the 
dependence of Tess’s career on sheer chance. As we will  see in what follows, 
the moderniza tion of the country,  which is epitomized by Simon Stoke’s 
annexation, is  described in the novel as the historical  change which 
deracinates people from their native places and disperses them without any 
safe anchorages.  Within this floating world,  they lose  their bearings and are 
swayed by unexpected and random events.  It  is  the career of Tess that  is  
described as typical  of that of the rootless wanderers dependent on chance 
occurrences.  
The modernization of rural  communities is  depicted most plainly in the 
scene where the Durbeyfields are almost evicted from their house and premises 
in Marlot  by a tenant -farmer.  It  is first ly because John, the life -holder, is dead 
and his lease has expired; secondly, and more importantly,  because  the farmer 
will not allow the renewal of the lease .  This farmer has long desired that  lease 
for his regular laborers and looks with disfavor upon a leaseholder l ike John 
who is not directly employed on the land. In other words,  what the manager 
of the farm needs is  industrious worker s,  not the premodern families who have 
formed “the backbone of the vil lage l ife in the past” and who are “the 
depositaries of the village traditions” (372).  Needless to say, the manager does 
not find it  interesting at  al l that  John could be the l ineal  repr esentative of the 
d’Urbervilles.  
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     The permeation of the industrialization into the country is  shown more 
emphatically in the scene of agricultural  work in Flintcomb -Ash, “the vil lage 
uncared for either by i tself or by i ts  lord” or “the absentee -owner ’s  vi llage,  
farmed with the land” (304).  What is  mainly described in this scene is the way 
Farmer Groby exploits his workers,  especially,  Tess by a steam threshing 
machine introduced into the farm by him. The center of Flintcomb -Ash is 
virtually Groby and hi s farm, not the land-owner,  villagers nor vil lage i tself; 
indeed, the center is  neither an individual nor farm which can be identified by 
its proper noun, but “the engine which was to act as the primum mobile  of this 
li tt le world” (345).  In spite of being the prime mover of this village, it  is  the 
“portable repository of force” (346),  not an organic part  of the whole vil lage 
at al l .  Furthermore, the man who is in charge of the portable engine remains 
anonymous in the whole novel.  “If any of the autochthonou s idlers asked him 
what he called himself,  he replied shortly ‘an engineer ’” (346).  Having no 
personality and being as good as a part  of the conveyable engine or the 
threshing machine driven by i t ,  he wanders from place to place without t ies to 
any agricul tural vil lage:  
He was in the agricultural  world,  but not of i t .  He served fire and 
smoke; these denizens of the fields served vegetation, weather, 
frost , and sun. He travelled with his engine from farm to farm, 
from county to county, for as yet  the steam t hreshing-machine was 
it inerant in this part  of Wessex. He spoke in a strange northern 
accent, his thoughts being turned inwards upon himself,  his eye 
on his iron charge; hardly perceiving the scenes around him, and 
caring for them not at  al l ;  holding only strict ly necessary 
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intercourse with the natives,  as if  some ancient doom compelled 
him to wander here against his will in the service of his Plutonic 
master.  The long strap which ran from the driving -wheel of his 
engine to the red thresher under the rick w as the sole tie-l ine 
between agriculture and him. (345 -346) 
This passage suggests that  the anonymous engineer cannot take root anywhere:  
wherever he goes, the natural , necessary relationship between him and the 
place he is in cannot be established.  
The novel shows that  those who are engaged in modern agriculture 
cannot l ive their lives without being deracinated, focusing on Tess as a typical  
example of these people.  What the novel depicts is how frequently she has to 
change her employment due to the spread  of industrial capitalism around the 
country.  First , she undertakes the job to deliver the beehives to the retailers 
in Casterbridge on behalf of her father,  who is drunken and sleeps heavily.  
Second, she is  employed as the manager of the poultry -farm in the bogus 
d’Urberville family’s mansion. After she becomes an unwed mother and quits 
the post ,  she works in the fields in her home vil lage, Marlot.  Then, she begins 
to work at  the dairy farm in Talbothays as a milkmaid, escaping from those 
who gossip about her past . Then again, she temporarily engages in milking in 
a dairy near Port -Bredy after Angel goes to Brazil  without her.  Furthermore, 
after the contract  with the dairy expires,  she is  compelled to serve with the 
other women-workers “the red tyrant”—“the  steam-thresher,  which, whilst  i t  
was going, kept up a despotic demand upon the endurance of their muscles and 
nerves” (345).  Finally,  to support  her family suffering from poverty,  she,  as i t  
were,  sells  herself to Alec for money and serves him as Mrs.  d’U rbervil le in 
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the stylish lodging-house in Sandbourne. For Angel,  this resort  ci ty is  “l ike a 
fairy place suddenly created by the stroke of a wand” (398) because it  is  not 
in harmony with the natural  environment at  all .  He thinks that  Tess,  who lives 
in an art ificial  world without any cows to milk and fields to t i l l ,  is  like a dead 
body: “his original Tess had spiritually ceased to recognize the body before 
him as hers—allowing i t  to drift ,  l ike a corpse upon the current,  in a direction 
dissociated from its living will” (401). Here Tess,  now Mrs. d’Urbervil le, has 
been cut off entirely from the natural  world and become like a lifeless,  
inorganic body. This figure of her reminds us of that  of the nameless engineer.  
As we have seen, he also serves his master,  t he steam threshing-machine, 
against his will  and drifts from place to place without having a harmonious 
relationship with any agricultural  villages.  Both Mrs.  d’Urbervil le and the 
engineer are rootless wanderers in this floating modern world.  
     In the passage above, “his original Tess” designates presumably Tess as 
the milkmaid of the dairy farm of Talbothays.  The farm seems to be the most 
idyll ic and self -sufficient community in the novel where work is closely bound 
to the organic t ime of the natural wo rld.  But in fact , the novel implies that  it  
is  not free from the waves of modernization: it  has already joined to the 
London market by a railway. As a result ,  the management of the farm can be 
largely influenced by the Londoner ’s demand for the milk althou gh, as Tess 
says,  they do not know anything of Tess,  of where the milk comes from, and 
of how she and Angel drove miles across the moor in the rain so that  i t  might 
reach them in t ime (205).  Moreover, as Trish Ferguson says,  the farm has 
become subject  to the railway schedule:  
Dairyman Crick…suddenly looked at  his heavy watch.  
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“Why, ’t is  later than I thought,” he said.  “Begad —we shan’t 
be soon enough with this milk at  the station, if  we don’t  mind! 
There’s no time to -day to take it  home and mix i t  with the bulk 
afore sending off.  It  must go to station from here.” (201)  
Crick must meet the train’s schedule;  otherwise the running of the farm 
becomes more difficult .  Meanwhile,  as is  shown in the word “suddenly” in the 
first sentence, it  is also difficult  for hi m to meet the timetable,  which does not 
have much to do with the organic time of the natural  world.  This farm, 
depending upon the changeable and unstable market of London, is  swayed by 
the arbitrary t imetable of the railway. Therefore,  not only the farm bu t also 
those who work there have been already alienated from the natural  world,  and 
Angel’s “original  Tess” is nowhere to be seen.  
As we have discussed, in the world of the novel the modernization of 
the country,  which is epitomized by the transformation of the d’Urbervil les 
from one of the landed aristocracy in the South of England into nothing more 
than a floating text without any f ixed meaning, progresses gradually.  In this 
unstable world,  people,  uprooted from their native places,  are compelled to 
wander without any places to take root in nor any guides to point  the way to 
take. It  is  the l ife of Tess that  is the typical example of  these people.  In the 
increasingly modernizing world, indeterminacy and uncertainty permeate her  
life.  Thus, the trajectory of the novel as the career of Tess is  not predetermined 
by the retribution of the d’Urbervilles but by unforeseen events.  What happe ns 
in her life does not have any fundamental  cause;  while repeatedly making 
mention of the inevitable retribution, Hardy tacitly reveals i ts  emptiness.  As 
we have seen, though, the fact  remains that  many cri t ics have regarded the 
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development of the novel’s  s tory as deterministic rather than accidental .  Why, 
then, has this deterministic view consti tuted the mainstream of the crit icism 
of the novel? In the following section, instead of dismissing that  view as no 
more than misinterpretation, I will consider th is question from a perspective 
different from Miller ’s.  
 
2 
     In the previous section, I have argued that  Hardy, foregrounding the 
absence of the ult imate determinant of the career of Tess,  suggests the 
dependence of her l ife upon chance events. Converse ly,  many cri t ics have 
supported the view that  her life is  predetermined by the inevitable retribution 
of the d’Urbervil les. As we have seen, in a sense, Miller ’s at tempt is to 
synthesize these two interpretations diametrically opposed to each other. For, 
according to Miller,  while each event in the novel occurs accidentally,  in a 
retrospective view the law of causation reigning over these events suddenly 
emerges.  In addition, as we have also seen, Miller ’s interpretation hints that 
this quasi-synthetic combination between contingency and necessity is  the true 
nature of Hardy’s concept of fate .  Yet in this section, I  show that  this 
interpretation has room for even further development.  Here again,  my concern 
is the relationship between the narrative fabric of the novel and the 
modernization of the country that  the novel describes.  As I discuss in detail  
below, a mechanism to naturalize the d’Urberville ,  a mere text whose meaning 
is indeterminable,  works in the novel. This mechanism makes the 
d’Urbervilles’ retr ibution appear to be grounded on the natural order so as to 
suppress the fact that the d’Urbervilles were uprooted from their land and 
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transformed into a rootless text as the modernization of the country progressed. 
As a result  of this naturalizing device,  the contingency of each event in the 
story is  domesticated and then the inevitable chain of cause and effect  is  
forged. In other words,  this work of  naturalization makes the narrative 
movement appear to be dominated by an idea of fate.  If  so,  this contriv ance 
can also have the effect of leading the readers of the novel to believe that  
everything has a root cause even in the modern society and then giving them 
a sense of certainty.  Thus, Hardy’s concept of fate has the ideological  function 
of underpinning modernity.  
The work of naturalization is seen most distinctly in the passage where 
the Durbeyfield family,  almost ejected from its house in Marlot by the tenant -
farmer,  moves out to Kingsbere.  As we have seen in the previous section, the 
farmer does not wan t  to extend John’s lease because he has a loathing for  a 
leaseholder such as John. This is  why families who have carried on the vil lage 
traditions now have to seek refuge in large cities.  The narrator says that  “the 
process, humorously designated by statis ticians as ‘the tendency of the rural 
population towards the large towns’” is  “really the tendency of water to flow 
uphill when forced by machinery” (372 -373).  This comment suggests that the 
migration of the families like the Durbeyfields to the large town s is caused by 
the modernization of the country:  they are forcibly carried by machinery,  
which is emblematic of industrial  capitalism, to the place where they cannot 
go in the natural  course of things.  However,  at  the same time, it  is  worth noting 
that  the reason for the migration of the Durbeyfields is  explained by the logic 
of the retribution. The vicissi tudes of the Durbeyfields are compared with the 
universal natural  phenomenon of the ebb and flow of the sea, which is opposed 
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to the machinery:  
Thus the Durbeyfields,  once d’Urbervilles, saw descending upon 
them the destiny which, no doubt,  when they were among the 
Olympians of the county, they had caused to descend many a time, 
and severely enough, upon the heads of such landless ones as they 
themselves were now. So do flux and reflux —the rhythm of 
change—alternate and persist  in everything under the sky. (371)  
This passage implies that the Durbeyfield family must vacate i ts  house not 
because of modernization but because of the retribution originated from the 
d’Urbervilles,  which is compared to the t ide,  the rhythm of change in the 
natural  world.  In addition, the passage seems to mention only the migration 
of the Durbeyfields,  but in fact  i t  also elucidates the reason for each family’s 
migration by the idea  of retribution, using the metaphor of the flux and reflux 
which “alternate and persist  in everything under the sky”. Thus the logic of 
the retribution is underlined instead of that  comment by statist icians, and the 
historical  change of the country by the waves of modernization is naturalized.  
     This work of naturalization also progresses in a micro -level of the 
novel: d’Urberville  as a wandering text,  so to speak, gradually becomes 
embedded in Tess’s body as the story develops.  Angel is  the character wh o 
forms the essential part of the whole working process.  Therefore,  Angel and 
Alec form a pair although they never meet face to face in the story: the former 
plays the central  role in the work of naturalization while Alec,  the son of 
Simon, is related closely with the contingency involved in the development of 
the story.1 9  
     First ly,  d’Urbervil le  is  embodied in Tess’s face.  Perceiving two life -size 
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portraits  of ladies of the d’Urberville family on panels buil t into the lodging 
which was once one of the mansions of the family,  Angel traces Tess’s facial 
features in their cruel -looking faces:  
The long pointed features,  narrow eye, and smirk of the one, so 
suggestive of merciless treachery; the bil l -hook nose,  large teeth, 
and bold eye of the other,  suggesting arrogance to the point of 
ferocity,  haunt the beholder afterwards in his dreams. (235)  
…  
The unpleasantness of the matter was that. . .her fine features were 
unquestionably traceable in these exaggerated forms. (236)  
Again, Angel traces Tess’s face back t o its origin,  or the faces  of d’Urberville 
ladies, after she confesses her secret  past:  “again he experienced the 
distressing sensation of a resemblance between them” (254).  
     Moreover, d’Urberville  becomes inseparable from Tess’s body. Knowing 
the past  relationship between Tess and Alec,  Angel says bluntly to her as 
follows:  
          “I think that parson who unearthed your pedigree would have done 
better if  he had held his tongue. I cannot help associating your 
decline as a family with this other fact —of your want of firmness.  
Decrepit  families imply decrepit  wills ,  decrepit  conduct.  Heaven, 
why did you give me a handle for despising you more by informing 
me of your descent!”  (252) 
Here i t is worthy of note that  he regards it  as self -evident that Tess is  
descended from the d’Urberville family. 2 0  As we have seen in the previous 
section, the unbridgeable gap between the d’Urbervil les and Durbeyfields is  
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stressed in the beginning of the novel.  The information that her pedigree can 
be traced back to Sir Pagan  d’Urberville is  based on fl imsy evidence and has 
almost nothing to do with her although her parents start  to treat  her as one of 
the d’Urbervil les and as a result  she loses her virginity.  The view of Angel,  
however,  is  just  the opposite of this.  For him, it  is  because of her descent that  
she was raped by Alec.  In this way, d’Urbervil le  gradually grows incorporated 
with Tess’s body.  
     Thirdly,  d’Urbevil le  is  transformed from a rootless text into the blood 
of the d’Urberville family which flows in Tess’s body. Looking at  Tess, who 
has stabbed Alec to death and now, weeping with happiness,  l ies upon his 
shoulder,  Angel suspects that the blood of the d’Urberv il les has made her kil l  
Alec:  
he.. .wondered what obscure strain in the d’Urbervil le blood had 
led to this aberration, if  i t  were an aberration. There momentarily 
flashed through his mind that  the family tradition of the coach and 
murder might have arisen because the d’Urbervilles had been 
known to do these things.  (408)  
Here we can catch a glimpse of his way of thinking: he assumes that  all  her 
doings are explained by her d’Urbervil le blood. It  is  also remarkable that  he 
considers the legend of the d’Urberv il le coach to be derived from the blood: 
the d’Urbervil le coach plot ,  which has the function of making the development 
of the story deterministic,  is  united with her flesh and blood. Here 
d’Urbervil le  is  metamorphosed from the deathly text wandering withou t ties 
to the land into the l iving blood running in Tess’s body.  
Finally,  this work of  naturalization to tame chance is completed by the 
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death of Alec d’Urbervil le. In the end of the novel,  Alec as well as Tess is 
entangled in the retributive plot  and killed. To be sure,  the death of Tess,  the 
supposed genuine d’Urbervil le,  can be deemed to be appropriate to the plot .  
But the death of Alec is incoherent since he is just a “sham d’Urbervil le” and 
therefor does not have to pay for any evil doings the d’Urbervilles committed 
in the past . Nevertheless,  why is he killed in the end? As the discussion of 
this section suggests, the death of Alec eff ects the removal of what makes the 
development of the story contingent:  that  is  to say, the removal of the 
textuali ty of d’Urbervil le ,  which is closely related with the modernization of 
the country.  Importantly,  his death is  described as one of the events happening 
in the plot  of the coach legend as if  he is  also a blood -relation of the 
d’Urbervilles; besides, being stabbed by her, he is transformed into a “blood -
stain” (404) in the white surface of the ceil ing and then into “a lot  of blood” 
(405) running down upon the floor.  These expressions cannot help reminding 
us of the d’Urberville blood. Here he is  posit ioned to be as if  a genuine 
d’Urberville.  
     As we have seen, in the opening of  the novel, the d’Urbervil le family is  
described as d’Urbervil le ,  a mere text which, not having any fixed referent,  is  
read arbitrarily.  As a result ,  the development of the story of Tess of  the 
d’Urbervil les  appears to be contingent al though the possibil ity of the 
retributive plot  which sways over her l ife is  suggested. As the story unfolds, 
however,  d’Urbervil le  is gradually naturalized in the double way so that  it  
appears to develop deterministically.  On the one hand, the retribution is 
compared to the tide which is a universally acknowledged natural 
phenomenon; on the other hand, the textuali ty of d’Urbervil le  is  by degrees 
Masaki Hara 83 
 
 
replaced with the blood of the d’Urbervil les flowing in Tess’s l iving body.  
Thus, the work of naturalization seems to be completed in the end when Alec 
d’Urberville,  who is emblematic of textuali ty of d’Urberville ,  is  kil led and 
transformed into the blood blot .  This ending can have the ideological  effect  
of hiding the uncertainty of modern world:  that  is  to say, i t  can relieve the 
anxiety of the novel’s readers that  whatever happens in the floating moder n 
world might not have any fundamental  cause.  However,  the fact is more 
complicated. As we will see in the following section, the work of 
naturalization to tame the contingency of the development of the story has the 
very contingency within itself:  the ver y nature and body of Tess on which the 
retributive plot  is  grounded is turned out to be unstable.  
 
3 
     In the previous section, I have argued that  in the novel, the naturalizing 
mechanism fulfil ls  the function of repressing the textuality of  d’Urberville  by 
associating the d’Urbervilles’ retribution closely with the natural phenomenon, 
the ebb and flow of the tide.  However,  on the other hand, nature is  described 
as uncertain and unreliable in the novel. 2 1  According to the narrator, i t  is  
because of nature’s imperfection that the first person whom Tess is to deepen 
a relationship with is  not Angel,  who is the right one to be her husband, but 
Alec, who will  violate her later.  The narrator laments that  “the call  seldom 
produces the comer,  the man to love rar ely coincides with the hour for loving”:  
Nature does not often say “See!” to her poor creature at a time 
when seeing can lead to happy doing; or reply “Here” to a body’s 
cry of “Where?” ti ll  the hide -and-seek has become an irksome, 
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outworn game. We may wonder whether, at the acme and summit 
of the human progress,  these anachronisms will be corrected by a 
finer intuit ion, a closer interaction of the social  machinery than 
that  which now jolts us round and along; but such completeness 
is  not to be prophesied, or even conceived as possible. Enough 
that  in the present case,  as in millions,  i t  was not the two halves 
of a perfect  whole that  confronted each other at  the perfect 
moment:  a missing counterpart  wandered independently about the 
earth waiting in crass obtuseness ti ll  the late time came. (48 -49) 
As we have seen in the previous section, on the one hand, the cyclical and 
stable rhythm of nature is  highlighted in the novel. On the other hand, however,  
nature is  described as incapable of unit ing two halves of a  perfect  whole at  
the perfect  moment. Furthermore, as the words “not often” in the first  sentence 
imply, the work of uniting them is not performed according to any steady 
rhythm. 
     In addition, and more importantly,  the novel suggests a textuali ty of 
nature.  This means that  the relationship between nature and textuality is  not 
simply described as a binary opposition. When she confesses her secret past  
to him, Angel is  thrown into confusion by her deceptive appearance:  
She looked absolutely pure.  Nature,  in her fantastic trickery, had 
set  such a seal  of maidenhood upon Tess’s countenance that  he 
gazed at her a stupefied air:  
“Tess—say i t  is  not true! No, it  is  not true!”  
“It  is  true.” (257)  
Here he is  not only t roubled with the fact  she is no longer a virg in but also at  
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a loss as to how to understand the discordance created by nature’s fantastic 
trickery. His wording, however, is as good as oxymoronic.  For him, the 
distinction between nature and art ifice is  losing effect .  In addition, i t  should 
be noted tha t  what the word “trickery” means here is marking, a kind of 
writing: virginity is  regarded as the mark that  nature put on her with total  
disregard for her personal history.  This could remind us of Simon Stoke’s  
engrafting of d’Urbervil le  onto his own name:  the “work of imagination” of 
which Tess was ignorant because she supposed that  “a family name came by 
nature” (45).  Almost in the same way as she was deceived by Alec, here Angel 
is  deceived by Tess although she has no intention to deceive. Thus, in the 
above passage, textuali ty is  described as inseparable from the very nature 
which is deemed to be opposed to it .  
     It  is  also suggested that Tess’s body,  which is assigned one of the pivotal 
roles in the work of naturalization, could simultaneously hinder  the very work 
of naturalization: paradoxically,  the process of naturalization grounded on her 
living body makes the development of the story appear to be contingent again. 
As has been argued,  as the naturalizing mechanism works,  d’Urberville,  the 
deathly text whose original referent is absent, becomes embodied in the 
d’Urbervilles’ blood in Tess.  In other words,  the mechanism represses the 
textuali ty of d’Urbervil le  by means of foregrounding Tess d’Urbervil le’s 
living body. However,  at  the same time, in th e novel,  the d’Urbervil les are 
repeatedly figured as skeletons,  the body parts which can be regarded as 
symbolic of death. As Deanna Kreisel notes, the repeated mentions to their 
skeletons—“grander and nobler skillentons”(16), “ancestral  skeletons”(23), 
“finer skil lentons”(32),  “family skil lentons”(274),  “skeletons at  Kingsbere” 
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(362),  “bones of her ancestors”(118),  or “genuine county bones and 
marrow”(277)—emphasize the fact  that  they are now nothing more than barren 
corpses.  In short ,  this emphasis on the ir bones can implicitly undermine the 
narrative structure based on the retribution and coach legend.   
The worthlessness of the d’Urbervilles’ skeletons is also implied in 
another way. At the beginning of the novel,  the bones of John Durbeyfield,  the 
supposed descendant of the d’Urbervil les,  are described as rickety:  
On an evening in the lat ter part  of May a middle -aged man was 
walking homeward from Shaston to the vil lage of Marlott,  in the 
adjoining Vale of Blakemore or Blackmoor.  The pair of legs that 
carried him were rickety,  and there was a bias in his gait  which 
inclined him somewhat to the left  of a straight l ine.  He 
occasionally gave a smart  nod, as if  in confirmation of some 
opinion; though he was not thinking of anything in particular.  (13)  
Right after this description of his rickety legs,  he, informed by Tringham that 
he is the lineal  representative of the d’Urberville family,  declares as follows: 
“(u)nder the Church of that  there parish l ie my ancestors. . . .There’s not a man 
in the county o’ South -Wessex that’s got grander and nobler skillentons in his 
family than I” (16).  Here,  ironically,  d’Urbervilles’ “grander and nobler 
skillentons” are connected with John’s shaky and unstable legs.  As Kreisel  
says,  this indicates that  the d’Urbervilles’ skeleton s are not “grander and 
nobler” at  al l  but worthless.  As a result ,  the fact  that  the d’Urbervilles cannot 
be the fundamental  determinant of the narrative trajectory is brought to the 
fore.   
     The groundlessness of the development of the narrative is  also  
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emphasized by Tess d’Urberville’s sleep as a kind of loss of consciousness.  It  
is  important that her loss of consciousness is related to neither swooning, 
which is one of the conventional actions of female characters in fict ion, nor 
the unconscious in a psychoanalytical  sense,  but sleeping caused by physical  
fatigue. In several  scenes crucial  to the story’s development,  she sleeps,  loses 
her consciousness,  and is confronted with unforeseen and sudden events.  First , 
the vehicular accident which happens in c hapter four is  the trigger of her being 
employed as the manager of the poultry-farm in the sham d’Urbervil le family’s  
mansion. On behalf of her father,  who is drunk and sleeping heavily,  she starts 
for Casterbridge to deliver the beehives to the retailers,  having the “rickety” 
horse Prince pull the “rickety” l it t le wagon (35). She, though, falls into a sleep 
in her late-night work, the horse crashes into the mail -cart  coming in the 
opposite direction, his breast is pierced by the sharp shaft of the cart , an d he 
dies,  his blood “spouting in a stream” from the wound (38).  On the one hand, 
this scene foreshadows the final  stage of the d’Urbervil le coach plot ,  namely,  
the death of Alec; nevertheless,  on the other hand, this wagon crash is 
repeatedly described as  an “accident” (39, 46 and 59).  This indicates that  the 
development of the coach plot  itself also depends not upon necessity but upon 
chance.  
Second, she is  exhausted and falls  into sleep when Alec tries to violate 
her in The Chase:  
          She was inexp ressibly weary.  She had risen at  five o’clock every 
morning of that  week, had been on foot the whole of each day, and 
on this evening had, in addit ion, walked the three miles to 
Chaseborough, waited three hours for her neighbours without 
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eating or drinking, her impatience to start them preventing either; 
she had then walked a mile of the way home, and had undergone 
the excitement of the quarrel ,  t il l ,  with the slow progress of their 
steed, i t  was now nearly one o’clock. (78 -79) 
Thus she is “overcome by actual drowsiness” (79) and he subjects her to his 
will:  “[s]he was sleeping soundly” (82).  Needless to say, for her,  this event as 
well  as the waggon crash is an unexpected accident.  Meanwhile,  i t  is  possible 
to think that  Alec’s sexual violation of Tess is  predetermined by a providence 
and therefore not a contingent event.  However,  here,  her guardian angel is  also 
sleeping:  
But,  might some say,  where was Tess’s guardian angel?  where was 
the providence of her simple faith? Perhaps,  like that  other god of 
whom the ironical  Tishbite spoke, he was talking, or he was 
pursuing, or he was in a journey, or he was sleeping and not to be 
awaked.(82)  
Alec’s sexual assault  is  a random accident which was unpredictable even for 
the divine being.  
This sleepiness,  which falls  upon these turning points of the story,  
ultimately creeps over the d’Urberville knights and dames in the vault .  
“[R]eally t ired by this time” because of having run away from the police on 
foot and then flinging “herself upon an oblong slab” (416) in S tonehenge, Tess 
falls  into a profound slumber;  then she is arrested by her pursuers,  and 
executed for murder at  last .  It  should be noted that  the sentence “the 
d’Urberville knights and dames slept on in their tombs unknowing” (420) is  
put in the last  paragraph of the novel.  Throughout the development of the 
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d’Urberville coach plot , the d’Urbervilles,  now useless skeletons, have been 
asleep. This plot  has developed randomly without any ultimate causes.  In other  
words,  the plot ,  as i t  were,  has aimlessly wand ered without any control:  just  
as, fall ing into a “somnambulistic state” (266), Angel regards Tess as dead 
and lays her in a stone coffin,  so the plot  sleepwalks without any specific 
purpose. Since the plot  lacks any determinants of i ts development, the de ath 
of Tess which ends the plot  is  no more than accidental .  In this way, infected 
by Tess’s somnolence, the whole body of the novel contains contingency 
within itself.  
     Furthermore, the contingency of the narrative movement is  implicated 
by a hidden connection between the d’Urberville coach legend and the steam -
thresher.  As I have repeatedly noted, the legend is symbolized by both the 
wheel and the color blood-red. However, both of the two are also the 
distinguishing features of the threshing machine — the very emblem of 
industrial  capitalism, which is associated closely with the change of the 
d’Urbervilles into a rootless text:  
          Close under the eaves of the stack, and as yet  barely visible was 
the red tyrant that  the women had come to serve —a t imber-framed 
construction, with straps and wheels appertaining — the threshing-
machine, which, whilst  was going, kept up a despotic demand 
upon the endurance of their muscles and nerves.  (345)  
The red color, the wheel,  and the winding drum of the thresher are repeatedly 
highlighted as follows; “the red thresher” (346), “the driving -wheel” (346), 
“the inexorable wheel” (346),  “the revolving drum” (346),  and “the buzzing 
drum” (352).  These expressions cause us to remember the d’Urbervil le coach 
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legend. In the same way as the legend, the red despot holds sway over Tess:  
          She was the only woman whose place was upon the machine, so 
as to be shaken bodily by i ts  spinning.. . .The incessant quivering 
in which every fibre of her frame participated had thrown her into 
a stupefied reverie,  in which her arms worked on independently 
of her consciousness.  (353-354) 
It  is worth noting that here again,  Tess has almost lost  her consciousness as if 
she were sleeping. As is to be expected, her somnolence infects the enginee r 
who takes service under the red despot.  Just as Tess is in “her position by the 
buzzing drum as one in a dream” (352), so the engineer is in the service of the 
machine “in a sort  of trance” (345).  This means that  the machine works 
virtually without any intentional controls.  In addit ion, the futi li ty of this 
machine-assisted agricultural  operation is suggested. For the machine is 
figured as a glutton who greedily swallows the wheat -rick and excretes 
“ faeces”:  
At six o’clock the wheat -rick was about shoulder-high from the 
ground. But the unthreshed sheaves remaining untouched seemed 
countless sti ll ,  notwithstanding the enormous numbers that  had 
been gulped down by the insatiable swallower, fed by the man and 
Tess,  through whose two young hands the greater pa rt  of them had 
passed; and the immense stack of straw where in the morning there 
had been nothing appeared as the faeces  of the same buzzing red 
glutton. (353)  
In spite of requiring Tess’s hard physical  labor, the red glutton produces 
nothing more than waste.  If  so,  i t  would not be an exaggeration to say that 
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this agricultural operation is fruitless:  the wheel and drum of the red thresher 
are revolving both inexorably and purposelessly.  This description of the 
thresher can undermine the deterministic framew ork of the novel based on the 
d’Urberville coach legend. Consequently,  the contingency of the narrative 
development is  foregrounded again.  
 
Conclusion 
The story of Tess ,  which develops within the historical  context of the 
modernization of the country,  depends on sheer chance. If so,  then the event 
whereby Tess is raped by Alec is only one of several  l it tle incidents which 
happen accidentally without any particular reason or meaning. The life of 
Angel is  also dependent upon such contingencies.  For Angel,  who  takes i t  for 
granted that  Tess is  “a fresh and virginal  daughter of Nature” (136) or “a new -
sprung child of nature” (252), the event in which she confesses to him her 
shadowy past  is  the most unexpected occurrence:  
          He was simply regarding the ha rrowing contingencies of human 
experience, the unexpectedness of things.  Nothing so pure,  so 
sweet,  so virginal  as Tess had seemed possible all  the long while 
that  he had adored her,  up to an hour ago. (254)  
Here he is  affl icted with the disastrous unnatur alness embodied in Tess’s l ife:  
the fact that  there is  no predetermined meaning in human life will cause acute 
anxiety to him, one of those who try to read a special  meaning in a mere 
accident.  Thus, he cannot help using the framework of the d’Urbervil le 
retributive plot  in order to tame the contingency of each event and invent a 
cause-and-effect  sequence of events.   
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It  is  shown time and again that  he is  almost possessed with the act  of 
reading. In the early part of his stay at  the farm of Talbothays,  he l i ves entirely 
in the attic of the dairy house, “reading a good deal” (133) or “sitt ing 
abstractedly reading from some book, periodical,  or piece of music just  come 
by post” (135).  It  is  true that  he soon comes to prefer keeping company with 
people of the dairy farm to reading books, but, remarkably, it  is  because he 
likes “to read human nature” (133) that  he does so. Therefore, whenever he 
tries to understand Tess,  he always consults some books. For instance, i t  is 
when he is “conning one of his music -scores ,  and…hearing the tune in his 
head” that  he first  notices that  she is  present at  the table in the dining -kitchen 
of the dairy house, talking to himself,  “What a fluty voice one of those 
milkmaids has.  I suppose it  is  the new one”  (135).  In addition, when he calls 
her “Artemis,  Demeter,  and other fanciful  names, half - teasingly” (146),  he is  
reading her in the framework of Greek mythology although she does neither 
like nor understand those names. Moreover, in his gaze, her face is  
transformed into symbols which are enigmatic at  present but should be 
deciphered in time: “Clare regarded her attentively,  conned the characters of 
her face as if  they had been hieroglyphics” (192).  
     The work to naturalize d’Urbervil le  is the ult imate form of the act  of 
decoding by Angel.  As we have seen in section two, he is the character who 
forms the essential part of the whole working process.  It  is by his reading act 
that  d’Urbervil le  is transformed into the d’Urberville blood flowing in Tess’s 
living body, from which the ret ributive plot  originates.  Tess herself 
unwitt ingly assists him in naturalizing the plot  by considering him to be “so 
godlike” (199) although she does not entirely believe that  the sins of her 
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ancestors are visi ted upon her.  Thus, Tess of  the d’Urbervilles  as a tragic work 
whose story develops fatalist ically begins to manifest  itself so that  those who, 
living in modern society,  read the novel can alleviate their anxiety caused by 
“the harrowing contingencies” of modern life.  In other words,  the idea of fate 
can fulfil  the ideological  function to support  modern society.  
     What Hardy reveals in the novel,  however,  is  the complicated process 
of the naturalization of contingency: the relationship between ideas of 
naturalness and contingency is both oppositiona l and at  the same time 
cooperative. As we have seen in section three,  the work to tame contingency 
contained within the story becomes indistinguishable from the operations of 
the steam-thresher—one of the very factors in making the story develop 
contingently.  Paradoxically,  the work of naturalization involves the very 
contingency that  i t  t ries to tame. To put it  another way, contradictori ly,  the 
naturalizing work is completed and at  the same time not completed. It  is  this 
insight that  is  the core of the tex t of Tess .  In the novel,  Hardy shows the 
possibil ity of taming contingency in modern society through the fatalist ic plot 
based on the retribution; but,  at  the same time, he attempts to expose the 
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Chapter 4  
Lit t le Father Time, Railways and Jude the Obscure  
 
Introduction 
Litt le Father Time, “a boy with an octogenarian face” (300) who appears 
in Hardy’s last  novel,  Jude the Obscure  (1895),  is  arguably the most enigmatic 
character in all  of his novels.2 2  He does not have his place in the world. 
Importantly,  he does not have his own name which can make his existence 
known to others: “Litt le Father Time” is merely a nickname, which those 
around him give to him as he looks so aged. In addit ion, he i s  presumably 
described as a fatherless child:  although Arabella says that  he is  a child she 
had with Jude, the narrator implies that  it  is  not certain whether Jude is his 
true father or not. Furthermore, he is  passed around from one person to another 
until  his death.  First , Arabella,  feeling that  he is a huge burden, leaves him 
with her parents in Australia.  But they “pack” (263) him off  to her in charge 
of their friends who are  going to return to London by steamship. Next,  at 
London Docks they “put him into a cab for Lambeth” (266),  in which she l ives.  
Then, at  Lambeth Arabella,  this t ime, “dispatche[s]  him to Jude” (266) by 
train.  Thus, “deposited on the lonely platform beside his box” (266),  he goes 
on foot to the house where Jude and Sue l ive.  While they  welcome him warmly, 
he finally kil ls Jude and Sue’s children  and himself ,  leaving a misspelled note 
writ ten on a piece of paper with a lead pencil : “Done because we are too meny” 
(325).  
Many contemporary readers who reviewed the novel immediately after 
its  publication were annoyed with this strange character.  They regarded him 
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as a monstrous being, giving him various new nicknames; he was, for instance, 
“a quite gratuitously improbable being” ( Athenaeum  251),  “a weird li tt le 
imp…the absurd l it tle gnome” (Oliphant 261),  or “a terrible l it tle elf” 
(Illustrated London News  275). Furthermore, he was considered as a 
superfluous character which damaged the work as an integrated whole.  
According to Margaret  Oliphant,  his infanticide, suicide and the ensuing 
events  changed the tragedy into a farce,  which was, however,  “too grotesque 
to be amusing” (261). An anonymous reviewer also complained that  his brutal 
act changed i t  into a burlesque, and as a result  i ts  whole fabric was on the 
verge of collapse ( Il lustrated London News  275).  Moreover,  while suggesting 
that i t  was originally farcical , Havelock Ellis remonstrated that the cruel scene 
was “an unnecessary clash in the story” (307).  As if unanimously agreeing 
with Lit t le Father Time’s suicide note,  “ Done because we are too meny”, they 
treated him as a monstrous character,  who is not in harmony with the whole 
novel.  
     How should we interpret the characterization of Litt le Father Time? 
Most of the crit ics were at  a loss as to how to deal with the odd character,  but 
the crit icism since around 1980 has provided a framework to elucidate this 
puzzling being: it  is  the context of degeneration at  the  fin de siècle .  Discussing 
the question which has been raised since the publication of the novel, Elaine 
Showalter at tempts to solve it  by introducing this context.  She writes as 
follows:  
The most troubling character in the novel has always been Litt le 
Father Time, the offspring of Jude’s botched marriage to the 
porcine Arabella.  His entrance into the novel shatters its  structure 
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of narrative realism, and many cri t ics have complained that  h e 
seems to come from another planet or another book….  
Lit t le Father Time, in my view, can best be understood in the 
contexts of the feminist  protest  fict ion of the period, and of its 
conventions relating to the prematurely aged and psychologically 
disturbed syphilit ic child.  Hardy adopts these conventions to 
make Father Time a victim of spoiled heredity…. (107 -108) 
Like Showalter,  referring to “the feminist  writers of the nineties” who targeted 
“the syphilit ic male”,  William Greenslade also states that in “ Hardy’s Jude 
the Obscure ,  the child is  a marked-out,  monstrous travesty of nature,  on whom 
is  inscribed the marks of degenerate sexuali ty” (166 -167).  Gillian Beer,  
relating the suicide note to the discourse of birth control ,  considers his 
fratricide and su icide to be “a late -Malthusian tragedy” (Darwin’s Plots  257) 
although her comment on Jude  is  l imited to just  a few lines because her 
concern is Darwin’s evolutionary theory, not its  negative aspect,  
degeneration. 2 3  These crit ical  practices come to fruition  in Sally 
Shuttleworth’s essay, which examines the characterization of Lit tle Father  
Time in more detail within the context of degeneration.  
These readings certainly are persuasive,  but they have a problem: they 
are not necessarily epoch-making interpretat ions because some contemporary 
reviewers already pointed out the relation of the novel to that  context. For 
example,  Ellis  protested that  the novel was as if  a case study of “gross 
pathological  degenerescence” (307);  Edmund Gosse also complained that  i t  
was l ike a pathological  case study of “hereditary degeneracy” (267).  
Remarkably, while the contemporary reviewers were well  aware of the 
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relationship between the novel and the context,  they were sti ll  perplexed by 
Litt le Father Time. This appears to imply th at the character  has something 
irreducible to the context.  In that  case,  then, we are right back to where we 
started: how in the world should we explicate the mysterious character?  
     As we have seen, the contemporary reviewers thought of Lit tle Father 
Time as something superfluous which could not be an integral  part  of the 
whole work. Why, then, could not they read the novel without mentioning him? 
Their strong reaction against him, paradoxically,  appears to imply that he 
occupies an important place in t he fabric of the novel.  This is  confirmed by 
the following passage:  
The boy’s face expressed the whole tale of their si tuation. On that  
li tt le shape had converged all the inauspiciousness and shadow 
which had darkened the first  union of Jude, and all  the a ccidents, 
mistakes, fears,  errors of the last . He was their nodal point,  their 
focus,  their expression in a single term. For the rashness of those 
parents he had groaned, for their il l -assortment he had quaked, and 
for the misfortunes of these he had died.  (326) 
Here the boy is described as the node of the main characters —Arabella,  Jude 
and Sue. This means that  he encapsulates the main story of the novel.  If  so,  
the attempt to remove him from the novel will  lead to i ts  disintegration. Even 
if he is out of keeping with the whole structure of the novel ,  we cannot get  rid 
of him. On the contrary,  i t  is  necessary to regard  him as i ts essential  element . 
     What approach, then, can we adopt in considering the characterization 
of Litt le Father Time? I argue that  to turn our attention to the description of a 
railway sheds l ight on this problem. This seems to be an abrupt suggestion. 
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However, the representa tion of the railway has been dealt with by many cri t ics 
in the same way as the characterization of Lit t le Father Time: while, as Charles 
Lock persuasively argues,  the railway is deeply involved in the formation of 
the novel’s narrative, its  importance has been underrated. In addition, 
importantly,  i t  is  the very railway that  transports Litt le Father Time to the 
station near the house of Jude and Sue. Therefore,  it  is  expected that  the 
railway is associated in some way with the character.  
     Thus, in this chapter,  I will at tempt to reconsider the characterization 
of the monstrous character by means of analyzing how the railway is described. 
As I will  argue in section one, in the first part of the novel t it led “At 
Marygreen”, the railway is depicted as the e mblem of modernization which 
causes the breakdown of the rural  community.  More precisely,  the 
modernization of the rural  village is deemed to be the process in which its 
unique history comes to be displaced by rootless writing and in which to form 
sympathetic t ies among those l iving in it  becomes impossible.  Here,  first ly,  i t  
should be noted that  in this novel as well  as in the other three novels,  Hardy’s 
idea of writing bears  a strong resemblance to the post -structuralist  theory of 
textuali ty:  the idea that  writ ing has only an accidental  relation to its referent.  
Secondly, and equally importantly,  in this novel, writing is closely l inked with 
the railway system, which symbolizes modernity.  Therefore,  like the previous 
three chapters,  this chapter has an int erest  in the relationship between writ ing 
and modernity.  
In part one of the novel,  whose stage is the rural  community,  the railway 
surely remains in the background of the plot .  Yet after part  two, when the 
principal stage changes from the vil lage to the ci ty,  the railway comes to be 
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brought to the fore.  Accordingly,  in section two, I will  examine how the 
narrative trajectory is dependent upon the railway system. After part  two, the 
story develops in the modern world,  where almost every place has been 
changed by the system into a mere transit point , with i ts  unique history 
replaced by writing which has no natural  relation to it .  In this decentered 
modern society,  Jude and Sue wander rootlessly from one point to another 
without being able to succeed in their a t tempt to complete their perfect  union.  
Their attempt,  at  last ,  utterly breaks down because of Lit tle Father 
Time’s kill ing his siblings and himself.  Importantly,  as I have mentioned 
above, i t  is  by railway that  he is  transported to the nearest  stat ion to  Jude and 
Sue’s house. This indicates that  the railway is related in some way with the 
characterization of Lit t le Father Time. As I will  argue in section three, this 
character is  described as representative of those who have been so totally 
absorbed into the railway system that  they have become wandering writ ing.  
 
1 
While the railway has not been thought of as worthy of  serious 
consideration by most of the cri tics, it  appears in the novel so frequently that  
it  can be deemed almost as the principal stage on  which the narrative develops.  
Importantly,  i t  is  represented as the destroyer of a rural  community in the 
country.  Naming Jude the Obscure  “a railway novel”,  Simon Gatrell  observes 
that the railway is described as the cause of the disintegration of a trad itional 
community in the country (Thomas Hardy  168). Although I concur with Gatrell , 
I will  emphasize that  the modernization of a rural  community,  which is 
symbolized by the extension of the railway, is  associated closely with the 
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process in which the ground of the community becomes covered with arbitrary 
signs—especially,  a  kind of writ ing which does not have any necessary 
relation to the community.  In what follows, I will  discuss how, in the first  
chapter of the novel,  the spread of railways into the coun try is  related with 
that  of written signs.  
     The spread of the railway system is already hinted at  in part  one t it led 
“At Marygreen”, a rural village where the story of this part  develops. This 
village is not described as an idyll ic community which, sep arated from cit ies, 
is  free from the pressure of modernization. What has remained unchanged is 
only the well ,  which is located nearly in the center of the hamlet.  Emphasizing 
a sudden change brought about in the vil lage, the following passage depicts a 
church being demolished by an architect  who comes from London:  
Many of the thatched and dormered dwelling -houses had been 
pulled down of late years,  and many trees felled on the green. 
Above all the original church, hump -backed, wood-turreted, and 
quaintly hipped, had been taken down and either cracked up into 
heaps of road-metal  in the lane, or uti lized as pig -sty walls, 
garden seats,  guard-stones to fences, and rockeries in the flower -
beds of the neighbourhood. In place of it  a tall  new building of 
modern Gothic design, unfamiliar to English eyes,  had been 
erected on a new piece of ground by a certain obliterator of 
historic records who had run down from London and back in a day.  
The si te whereon so long had stood the ancient temple to the 
Christ ian divinities was not even recorded on the green and level 
grass-plot  that  had immemorially been the churchyard,  the 
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obliterated graves being commemorated by eighteenpenny cast -
iron crosses warranted to last  five years.  (5 -6)  
First ly,  i t  is  important that  the architec t  probably goes to and comes back from 
the vil lage by train.  Of course,  the word “railway” is not included in this 
passage, but the network of railways has stretched around the hamlet. For, 
being an orphan, Jude was “deposited [ in the hamlet]  by the carrie r from a 
railway station” (14).  From the standpoint of the protagonist ,  it  is  the railway 
station that is  the first  stage where the story begins to develop. Significantly,  
this scene prefigures  the one in which Lit tle Father Time is “deposited on the 
lonely platform beside his box” (266).  
     The second important point  on the above passage is that the history,  
which is an organic part  of the whole community,  is  obli terated as the original 
church is demolished and replaced by the cheap, fragile cast -iron crosses,  
which will be replaced with their reproductions in five years.  There is  not any 
natural connection between those reproducible crosses and the dead of the 
community who are commemorated by them. They are arbitrary signs,  which 
do not necessarily tell  the history of  the community.  It  is  no wonder that  such 
dissociation between a sign and i ts referent is  also seen in the cornfield of 
Farmer Troutham, for he is  the very person who largely subscribed toward the 
building of the brand-new church tower:  
          The fresh harrow-lines seemed to stretch l ike the channellings in 
a piece of new corduroy, lending a meanly util itarian air to the 
expanse, taking away i ts  gradations,  and depriving it  of al l history 
beyond that  of the few recent months….(8)  
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All history united with  the field has been displaced by “the fresh harrow -
lines”.  Here we should recall  that  in  The Return of  the Native  and The Mayor 
of  Casterbridge ,  Hardy relates cult ivation with writ ing ,  which, severed from 
the natural world,  wanders rootlessl y.  In  chapter one of this thesis,  we have 
seen that  in The Return ,  cult ivation of land is l iken to writ ing on paper.  In 
addition, as we have seen in chapter two, the horse -drill ,  the sowing machine 
which appears in The Mayor ,  can be interpreted as the embl em of the writ ing-
based system, which Farfrae introduces into Casterbridge. Therefore,  we could 
regard this “fresh harrow - lines” as a kind of writing which is related only 
accidentally with the ground of Marygreen. That is why the cornfield is  just 
“a work-ground” for Jude, and “a grana ry” for the rooks around him (9).  For 
both Jude and the rooks,  i t  is  merely a place which can be replaced with 
another one. This also means that  both of them are not integral  parts of the 
place. Thus, Jude thinks that both of them seem “to be living in a w orld which 
did not want them” (9).  
To be sure, Jude and the rooks are similar in that  both of them are not 
needed by the world, but this does not mean that  Jude can sympathize with 
and then form a friendship with the rooks. 2 4  Instead, the interest  of him 
conflicts with that  of the rooks.  The novel repeatedly describes how 
sympathetic ties,  which bind those living in a particular community to each 
other, are severing as the community is breaking down. Troutham dismisses 
Jude for his sympathizing with the ro oks and lett ing them eat corn in the field. 
The theme of the impossibili ty of sympathy is also seen in the notorious scene 
in which Arabella and Jude slaughter a pig.  Feeling pity for i t ,  he will knife 
it  effectively so as not to make i t suffer in pain,  wh ereas she, regarding i t as 
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only a commodity,  cries out as follows: “ [t]he meat must be well  bled, and to 
do that  he must die s low. We shall  lose a shill ing a score if  the meat is  red and 
bloody! Just touch the vein,  that’s al l ” (58). Furthermore, this theme is 
repeated in the scene where Jude puts a rabbit caught in a trap out of i ts  pain 
by striking i t on the back of the neck (part four, chapter two). Moreover, he 
cannot be bound to Phil lotson by t ies of friendship.  In the init ial  chapter,  
unlike the other students,  only Jude deeply regrets with tears in his eyes that  
the schoolmaster will  leave Marygreen and move to Christminster.  
Accordingly,  he goes to see his former teacher when he becomes a young man. 
However,  Phillotson does not remember him in the le ast.  In addition, the two 
later become rivals for Sue. Unsurprisingly,  Jude cannot be united by family 
bonds with his aunt,  under whose charge he is  put:  she regards him as a “poor 
useless boy” (7).  
     As we have seen, what is  described in the first  part  of the novel is  how 
modernization gives rise to the breakdown of the rural vil lage. Firstly,  i t  is  
important that the modernization of the rural community is depicted as the 
process in which arbitrary writ ten signs come to cover i ts field.  In other words,  
as modernization progresses in Marygreen, i ts history,  which is related 
organically with the whole village, becomes displaced by writing, which does 
not have any natural relation to i t.  Secondly, we have seen that in the 
modernized community which is rapi dly losing its  history,  sympathetic bonds 
among the inhabitants are being broken. Finally,  i t  should not be overlooked 
that  a railway is described as the symbol of modernity.  In part  one of the novel,  
whose stage is the rural  village, the railway certainly  remains in the 
background of the plot .  Yet after part two, when the main stage changes from 
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the country to the city,  the railway is foregrounded so clearly that  it  becomes 
inseparable from the narrative development of the novel. In the following 
section,  I will examine how the narrative fabric  is dependent upon i t .  
 
2 
In the previous section, I have examined how a railway is represented 
in the first  part  of the novel.  As a result,  we have seen that  i t  i s  described as 
the symbol of modernization, which leads to the disintegration of Marygreen. 
To put it  more exactly,  the modernization of the rural  village is considered to 
be the process in which i ts  history becomes displaced by rootless writing and 
in which to build sympathetic bonds among the inhabitants be comes 
impossible. As I have mentioned, after part two of the novel,  the network of 
railways becomes almost the main stage of the novel. Therefore,  it  is  expected 
that i t  is related closely with the narrative structure of the novel.  As is well 
known, the novel consists of the two main plots:  one describes how Jude and 
Sue try in vain to form their “perfect  union” (327) against social conventions; 
the other describes how Jude attempts unsuccessfully to enter one of the 
colleges of Christminster.  As we will se e in what follows, Hardy suggests,  
importantly,  that  one of the principal background factors behind both failures 
is  the railway system, which has become the center of the city l ife,  making 
almost everything else a rootlessly wandering text and shattering sympathetic 
bonds among people.  
     First ly,  I direct my attention to the plot which depicts the relationship 
between Jude and Sue. As we will  see below, Hardy in this plot explores,  
especially,  the theme of the impossibil ity of sympathy.  Learning that  Ju de and 
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Sue have decided to live together at last ,  Phillotson observes that  their unity 
is  so firmly grounded on “the extraordinary sympathy, or similarity,  between 
the pair” that “[t]hey seem to be one person spli t in two” (221).  Such an 
expression abounds in the novel:  for instance, the narrator states that  “[ t]hat 
complete mutual understanding, in which every glance and movement was as 
effectual  as speech for conveying intell igence between them, made them 
almost the two parts of a single whole” (281);  Sue  herself also expresses their 
relationship as “[o]ur perfect  union —our two-in-oneness”  (327).  However,  in 
the way of their perfect  union is an obstacle hard to remove — the fact  that  Sue 
has got married to  Phil lotson. Although their marriage was going to be 
performed after she graduated from training -school,  i t  was, unfortunately,  
hastened because she was expelled  from the school.  Here it  should be noted 
that one of the most important reasons for  her expulsion from the school was 
an accident,  in which Sue, missing the last  train when she went out together 
with Jude, could not return to the  school within the day. In addition , i t  should 
not be overlooked that ,  when informing Jude by letter that  her marriage to 
Phillotson is brought forward, Sue uses a train’s speeding up as a metaphor 
for i t:  
“MY DEAR JUDE: I have something to tell  you which perhaps you 
will not be surprised to hear,  though certainly i t  may strike you as 
being accelerated, as the railway companies say of their trains.  Mr. 
Phil lotson and I are to be married quite soon—in three or four 
weeks”. (162)  
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In this passage a train’s acceleration is compared to the hindrance to their 
sympathetic union. This short  notice gives a great  shock to Jude, who does not 
anticipate the abrupt change of the si tuation.  
     The railway has much to do with the si tuation i n which things are 
proceeding with total  disregard for the expectations or intentions of Jude and 
Sue. In the novel,  detailed departure t imes are frequently mentioned: “the ten 
o’clock train” (164),  “the nine -forty train” (176),  “the eleven -forty-five train” 
(188),  or “the six -thirty train” (225).  They always pay attention to the 
schedules:  “Jude proposed that…they…intercept the train of another railway 
leading back to Melchester,  at a stat ion about seven miles off” (131);  “‘[w]hen 
do you leave here to catch your train, Jude? ’ she asked”  (196); she also says 
“I have to go back by the six o’clock train”  (202),  or “I have to catch the 
omnibus for the train” (241).  Indeed, as J. B. Bullen rightly points out,  “Sue 
and Jude spend such a high proportion of their t ime in railway carriages” (236).  
But,  this does not mean that  they can adjust  the pace of their l ife to the 
arbitrary t imetable of the railway system. On the contrary,  as is shown below, 
they fail  to catch trains so many t imes that  one of the contemporary reviewers  
exclaimed in surprise,  “what a number of trains they miss” ( Athenaeum  250).   
For instance, Jude promises Sue that  they will  together call  on his aunt 
to inquire after her health,  but he misses the train for Alfredston because he 
encounters again Arabella by chance (part three,  chapter eight).  When he 
meets Sue again at  his aunt’s funeral ,  she in turn happens to miss the train for 
Shaston, where her husband Phillotoson lives, finding herself under the 
compulsion of staying overnight at  Marygreen (p art four, chapter two).  On 
that  occasion, when Jude tells  her the reason he failed to keep his word, Sue 
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confesses from jealousy that  she does not love Phil lotson at al l.  Consequently,  
the next morning, when they are about to part , they kiss and embrace ea ch 
other “most unpremeditatedly” (208). This unpremeditated event marks a 
turning point in their career.  Immediately after that ,  Jude shreds and burns to 
cinders all  the theological  and ethical  works which he possesses;  Sue decides 
to l ive apart  from her husband; and at last  they begin to l ive together.  This 
sequence of events seems to indicate that  their fail ing to catch the trains 
contributes toward enhancing their unity.  However,  i t  should not be 
overlooked that  the process in which they come to cohabit  is entirely 
dependent on the arbitrary system of the railway rather than firmly based on 
their  carefully worked out plan or  reasonable judgement. In other words, their 
love story develops mechanically and accidentally.  Nevertheless,  they cannot 
help using the system. In her restlessly writ ten note to him , she sets a place 
and t ime to meet as follows: “I…ask you to be sure you are on the Melchester 
platform to meet me. I arrive at  a l i tt le to seven. I know you will,  of course,  
dear Jude; but I feel  so t imid that  I can’t  help begging you to be punctual”  
(228).  As soon as he reads this “sudden”, “unexpected” message, he gives up 
his cathedral  work, pleading “urgency”, and hurries to the platform (229).   
     The railway is  certainly described in the novel as th e modern arbitrary 
system, which not only works regardless of the lives of Jude and Sue but also 
almost always interrupts the formation of their union. Therefore, even if they 
can fortunately catch the train,  they happen to get  on the same carriage as 
Arabella and Jude got on before (180). Such an unexpected event oc curs 
because a railway carriage is available to an unspecified large number of 
people: it  is  not a part icular place for a particular person or group. 
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Nevertheless,  the railway system has already become the infrastruct ure of city 
life,  as Sue says,  “[t]hat’s the centre of the town life”  (128).  Thus, there seems 
to be no hope of the success of their union. Their at tempt really ends in failure 
because of Lit tle Father Time’s homicide and suicide,  who is transported to 
Jude and Sue “so soon” (267), a few weeks before he is  expected.  
     The development of the other main plot,  in which Jude’s endeavor to 
enter one of the colleges of Christminster ends in vain,  also depends upon the 
railway system. His misery in the end seems to be derived from the fact  that 
he,  an autodidactic worker,  is  not admitted into the college of Christminster,  
which he thinks of as “a unique centre of thought and religion” (106), or as 
even “the centre of the universe” (308).  But in fact , the problem is that he 
does not realize that  i t  is  no longer the center of the universe. “[T]he aged 
erections” are described by the narrator as the “architectural pages” or 
“historical  documents” which have become “abraded”, “wounded, broken”, 
“maimed”, and “rotten” “in the deadly struggle against years,  weather,  and 
man” (78).  Indeed, many art isans l ike him are restoring them, but,  importantly,  
the narrator observes that  the “regeneration” of them is to wrap them in 
“modern prose” (79). This implies that  the present state of the Christminster 
colleges is  the same as that of Marygreen: the dress of the modern prose is  not 
a “historical  document” but an arbitrary text ,  which is not an organic part  of 
the whole of the colleges.   
     Thus, Christminser is  not free from the modern rearrangement of society 
based on the railway system. On its  domination over time and space in the 
nineteenth century, Wolfgang Schivelbusch writes as follows:  
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By the end of the nineteenth century, the capitalist world’s 
recomposit ion on the basis of modern traffic had been completed . 
From then on, traffic determined what belonged where.  The pre -
industrial  contexts of location and space -time relations were no 
longer valid.  Only the general  context of traffic assigned and 
dictated positions to the individual elements.  (194) 2 5  
Schivelbush’s discussion is useful in answering the question of why Jude 
cannot reach “the centre of the universe” forever:  it  is  because there is  not 
any center in the railway age. Decentralized by the rise and spread of the 
modern traffic system, even Christmins ter is  no longer the unique center of 
the world.  It  goes without saying that the other villages and cit ies in the novel 
are no exceptions.  This is  shown by the table of the contents;  “At Marygreen”, 
“At Christminster”,  “At Melchester”,  “At Shaston”, “At Al dbrickham and 
Elsewhere”,  and “At Christminster Again”. Each place is  just  a transit  point , 
by way of which, however,  Jude can arrive at  nowhere. If there is  a center in 
the novel’s world,  it  is  nothing but the railway system, which decentralizes 
almost everything. In  that sense, Jude and Sue, who frequently use the railway, 
are in the center of the world; that  is  the very reason they always wander place 
to place and their discussion about their marriage goes round and round in 
circles.  
     In this section , I have examined how the two main plots of the novel are 
dependent upon the railway system, which symbolizes modernity.  What is 
described in the novel is the modern world whose center is  the system; or, 
more accurately,  since the system makes almost every  place a mere transit 
point,  the world has no center.  While Jude considers Christminster to be “a 
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unique centre of thought and religion” (106) or “the centre of the universe” 
(308),  Hardy implies that  i t  is ,  like other cities,  now only a transit  point ,  
having lost  its  uniqueness. This situation is symbolically shown in the fact  
that as a result  of the renovation of the antiquated Christminster ’s college 
buildings,  their outer surfaces are being covered with “modern prose”.  In 
Christminster as well  as in Mar ygreen, its  unique history,  which is closely 
bound up with the community,  becomes superseded by writ ing, which is 
accidental to it .  Living in this modern world where every place is  a mere 
transit  point,  Jude and Sue cannot help wandering rootlessly from on e point 
to another.  In addition, the railway system, which works according to the 
arbitrary t imetable regardless of their intentions or expectations,  interrupts 
their attempt to complete their “two -in-oneness”.  Ultimately,  this at tempt 
thoroughly breaks down due to Litt le Father Time’s kil l ing his siblings and 
himself.  Importantly,  as I have repeatedly mentioned, i t  is  by railway that  he 
is  transported to the nearest  station to the house in which Jude and Sue l ive.  
This indicates that  the railway has some c onnection to the characterization of 
Lit t le Father Time. In the following section, I will consider this point in more 
detail .  
 
3 
We have examined in detail how the railway system is described in the 
novel so far.  As a result ,  firstly,  we have seen that  mo dernization, whose 
emblem is the spread of the railway system, is  depicted as the process in which 
the unique history of  a community becomes supplanted by wri ting  wandering 
without any particular referent.  Secondly, we have seen that  in the modernized 
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world based on the railway system, Jude and Sue cannot form their perfect 
union. If so,  Lit t le Father Time, who, conveyed to their house by railway, 
triggers the collapse of their union, can be thought of as the character who has 
a close relation with the railway. To be sure, as Ferguson rightly points out, 
this character is  described as if  a train himself:  he heads toward  the house 
“with a steady mechanical  creep”, following “his directions l i terally,  without 
an inquiring gaze at  anything” (267). Thus, being s urprised that  his arrival  at  
the house is much ea rlier than foreseen, Sue says,  “What — is  it  he—so soon?”  
(267).  However,  my view is rather different from Ferguson’s.  As I will  argue 
below, Lit tle Father Time is described as representative of the person who  has 
been so deeply assimilated into the railway system that s/he has become 
wandering writ ing.  
     It  should be noted that  Lit tle Father Time is the character who cannot 
be identified with anything. Who or what is  Litt le Father Time? As I have 
mentioned at  the beginning of this chapter,  i t  remains unclear who his father 
is .  In addit ion, having “an octogenarian face”, the boy cannot be categorized 
as a child nor an old man; on the contrary,  as most of the early reviewers 
unanimously noted, he appears to be  not even a human being. Moreover,  the 
name “Little Father Time” is only a nickname, which is provisi onal and can 
be otherwise. Despite the fact that  we can gain access to this enigmatic 
character only through the name “Litt le Father Time”, this name has o nly an 
accidental  relationship with this character.  What is  seen in this character is 
the unfathomable fissure between the name and its  referent. Thus, Litt le Father 
Time is the embodiment of writing, which does not have any particular referent.  
If  so, it  is quite natural that , as we have seen in the introduction of this chapter,  
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most of the early reviewers could not identify the true character of Lit t le 
Father Time.  
     This characterist ic of Lit tle Father Time is emblematically shown in his 
suicide note “Done because we are too meny”. It  appears that this note shows 
clearly his intention of having killed his siblings and himself. However, Hardy 
tacit ly underlines the textuali ty of his will : “a piece of paper was found upon 
the floor,  on which was written ,  in the boy’s hand, with the bit  of lead pencil  
that  he carried: ‘Done because we are too meny ’” (325); moreover, “meny” is 
misspelling of “many”, “Done” does not have i ts  subject,  the words are 
italicized, and centered on the page—all  these make us direct  our attention to 
the text itself rather than to its  meaning.  
     We have seen early in this chapter that  Lit t le Father Time is described 
as the character whose face expresses in a single term the whole story of the 
lives of the three main characters (i .e.  Arabella,  Jude and Sue).  If  so,  the 
theme of writ ing can be considered to be at  the heart  of the novel. This is 
correspondent to the fact  that  the epigraph, “the let ter kil leth”,  is  inscribed —
and, just like Litt le Father Time’s suicide note, centered —on the front page 
of the novel.  It  is  worthy of note that  this epigraph is the partial  quotation 
from 2 Corinthians 3:  6,  “the letter kil leth but the spirit  giveth life”.  Removing 
the latter half “but the spiri t  giveth life” from the original sentence, Hard y 
emphasizes that the subject of the novel is  writing. Needless to say, i t  is 
possible to consider this epigraph in the context of Christianity,  but my 
concern is to relate it  to Lit t le Father Time, the embodiment of writ ing. We 
can interpret  it  as the ind ication of the event of his taking the l ife of his 
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siblings and himself,  which ultimately leads to the disintegration of Jude and 
Sue’s union.  
     We have seen that  the subject  of the novel is  writ ing, which rootlessly 
wanders without any specific referent,  and that  it  is  embodied by Litt le Father 
Time. If we view the whole novel from this perspective,  then we can find the 
theme of writ ing latent in many cases.  I will  give just  three examples below. 
The first  one is Sue’s “lettering” “ALLELUJA” on “a piec e of zinc,  cut  to the 
shape of a scroll  three or four feet  long, and coated with a dead -surface-paint  
on one side”.  Jude thinks to himself that it  is “[a] sweet, sain tly,  Christ ian 
business!” (82),  yet  she worships the gods of ancient Greece and Rome, saying,  
“anything is better than those everlasting church fal - lals!”  (88).  This episode 
suggests the gulf between writ ing and the interiority of the writer as 
“ALLELUJA” is entirely separated from Sue’s intention: not inspired with its 
meaning by i ts creator,  the let tering is,  as it  were, a st i llborn. Equally 
importantly,  the lettering is expressly printed on the page in the boldface,  
capital , and center- justified “characters of Church text” (82).  In the same way 
as Lit tle Father Time’s suicide note, this typographically remarkable shape of 
the lettering draws our attention  to itself rather than i ts  meaning. 2 6  
     Second, let  us see the description of “H KAINH ΔIAΘHKH” (38),  Jude’s 
“Greek Testament—his new one, with better type than his old copy, following 
Griesbach’s text as amended by numerous correctors, and with varioru m 
readings in the margin” (38).  Jude resolves to devote his only weekly day of 
leisure to reading it ,  but he cannot overcome the temptation to see Arabella.  
Consequently,  he gives up reading “H KAINH ΔIAΘHKH” (39).  Returning 
home, he is  stared at  by the dead letters of the book:  
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          There lay his book open, just  as he had left  it ,  and the capital 
let ters on the t it le -page regarded him with fixed reproach in the 
grey starlight,  l ike the unclosed eyes of a dead man:  
 
H KAINH ΔIAΘHKH  
 
Jude had to leave early next morning for his usual week of 
absence at  lodgings;  and i t  was with a sense of futi li ty that  he 
threw into his basket upon his tools and other necessaries the 
unread book he had brought with him. (43)  
The New Testament ,  which is printed on the page in the boldface,  capital,  and 
center-justified character of Koine Greek, is compared to “the unclosed eye of 
a dead man”. This comparison eeri ly prefigures the “glazed eyes” (325) of the 
dead body of Lit t le Father Time and his will,  that  is to say, his testament.  Just  
as the character is treated as a superfluous thing, which is passed around from 
one person to another,  so the unread book is thrown into the basket and placed 
on the same level with the other sundry things. As a result , only the typography  
of the let ters is strongly impressed upon us.  
     The final example is the inscription “TH ITHER”, which Jude cuts “with 
his keen new chisel…on the back of the milestone” (68) in order to embody 
his aspiration to enter the college of Christminster , which he assumes to be 
the center of the universe .  It  is  worthy of note that  he inscribes a pointing 
hand symbol with “TH ITHER”, which means  an index (also known as fistnote,  
or hand).  This suggests that  he compares the world to one book. However,  as 
we have discussed, the college of Christminster is  no longer the center of the 
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universe but a mere transit  point ,  with its  exterior covered  with rootless 
writ ing: the index does not have i ts  referent,  therefore the book is defective 
in construction. Thus, the wandering hand, which is repeatedly revisi ted 
throughout the story,  drives Jude to head for his destination, which is nowhere; 
as a result ,  he wanders place to place unti l he dies.   
     We have seen the three example of rootless writ ing wandering without 
any fixed referent,  which is embodied by Litt le Father Time. As I have said 
repeatedly,  i t  is  important that  in  the novel,  writ ing is closely related with the 
railway system, which is emblematic of modernization. Litt le Father Time,  
who, carried to Jude and Sue’s house by railway, triggers the disintegration of 
their union, is typical of those who have been so completely subsumed into 
the railway system that  they have become wandering writing.  
 
Conclusion 
     In the postscript ,  which is added to the novel in 1912, Hardy writes on 
“unexpected incidents” which followed the publication of the novel,  that is to 
say, on unreasonable crit icisms of i t:  
In my own eyes  the sad feature of the attack was that  the greater 
part  of the story…the part  of interest  to myself…was practically 
ignored…while that  some twenty or  thirty pages of sorry 
detail…were almost the sole portions read and regarded. (xliv)  
While concluding tha t  “no doubt there can be more in a book than the author 
consciously puts there” (xlvi),  the author  is irritated with those who attack ed 
the novel on the basis of their arbitrary interpretations of it .  He gives two 
instances:  one is a bishop, who was angry with i ts  immoral parts and burnt it ;  
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the other is  an American writer,  who, in contrast  with the bishop, “having 
bought a copy of book on the strength of the shocked crit icisms, read on and 
on, wondering when the harmfulness was going to begin,  and at  last  flung i t 
across the room with execrations” (xliv -xlv).   
   Here,  Hardy is confronted with the fact  that  the one and the same novel 
gave birth to the two totally unexpected interpretations,  which were  
diametrically opposed to each other:  or in other words, that  those two readers 
interpreted the novel arbitrarily regardless of the author ’s intention. This fact  
indicates that Jude the Obscure  itself is the same kind of writ ing as the author  
describes in the novel.  As we have seen, writ ing is characterized to b e having 
no particular referent.  This implies that writ ing does not necessari ly work as 
the writer intends. If so, it  can have, at least theoretically,  innumerable 
meanings.  This characteristic is  exemplified nowhere better than in the scene 
in which Sue tells to Jude that  she made “a new  New Testament” (145).  She 
says triumphantly as  follows:  
          “I altered my old one by cutting up all  the Epistles and Gospels 
into separate brochures ,  and re-arranging them in chronological  
order as written,  beginning  the book with Thessalonians,  
following on with the Epistles,  and putt ing the Gospels much 
further on. Then I had the volume rebound.” (145)  
She does not regard the book as a perfect  work, whose meaning is 
predetermined, but as writing, whose meaning can b e otherwise. For her,  the 
book can be unbound, cut up into fragments ,  rearranged, and rebound as she  
likes. In that  case, there could be too many interpretations of the one and the 
same book. Thus, Sue’s making of “a new  New Testament” in the fict ional 
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world prefigures the bishop’s and the American writer ’s arbitrary readings of 
the novel in the real  world.   
   In the end, this novel,  or this writing with the epigraph “the let ter killeth” 
inscribed on i ts  front page, took  l iterally the l ife of Hardy as a  novelist .  As is 
well  known, the author states in the postscript  that  he has lost  further interest  
in novel-writ ing because many readers,  interpreting the novel as th ey l ike, 
cursed at him. He gave up writing a novel after this novel.  As we have seen, 
in the novel,  writing wandering without any particular meaning is embodied 
by Little Father Time. Therefore, we can consider this character to be the 
metaphorical  expression of Jude the Obscure  i tself—the writ ing which, 



















This thesis has examined how Hardy relates writ ing to modernity in his 
later four novels,  in which the theme of the modernization of the country  is 
foregrounded. As a result , we have seen that  writ ing, which rootlessly wanders 
without any particular referent, is regarded as symbolic of modern society,  in 
which there is not anything that  is substantial . In The Return of  the Native ,  
writ ing is associated closely wi th seemingly fascinating and precious,  but 
actually insubstantial and vain,  ornamentation s such as jewelry or clothing, 
which are emblematic of Paris,  the modern city.  In The Mayor of  Casterbridge ,  
the modernization of Casterbridge is described as the process in which the 
town comes to be subjected to writ ing, which cannot be controlled by the 
writer due to being intrinsically independent of his/her intention s. In Tess of  
the d’Urbervil les ,  the transformation of the aristocratic family,  the 
d’Urbervilles,  into wandering writing is regarded as one consequence of the 
modernization of the country,  which deracinates people from their native 
places,  making them wander from one place to another.  The story of Jude the 
Obscure  unfolds in an utterly modernized so ciety,  in which almost every place 
has been changed by the railway system into only a transit point , with i ts  
unique history displaced by writing, which is related only accidentally with it .  
Indeed, in all of the four novels, Hardy emphasizes  how modern society 
is  inseparable from writ ing. However,  the author also struggles with the 
problem of how to tame the indeterminacy of writ ing. His concern with this 
problem is certainly seen in The Mayor :  Farfrae’s voice,  which, unlike writ ing, 
originates in his inte riori ty,  is  described as functioning to tame the instabil ity 
of the writing based-system, which he introduces into the town. Yet in both 
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The Return  and Tess ,  Hardy is interested in the problem more acutely:  using 
the concept of fate that  determines inevitably the movement of the narrative 
in both novels ,  he tries to repress the indeterminacy of writ ing; in so doing, 
he attempts to stabil ize the modern world tied closely with writing. However, 
needless to say, constructing a fatalist ically determined narrati ve in a novel 
cannot become only a tentative solution to the problem since the novel itself 
is  composed of writ ing. Being conscious of this fact , he ultimately shows that 
the power of fate has a complicit  relationship with writ ing which i t  functions 
to control . Thus, this complicated relationship,  in which the two are mutually 
exclusive and supportive at  the same time, forms the center of,  especially,  The 
Return  and Tess .  In  the former,  while playing a role in suppressing the 
textuali ty of Egdon, Venn, the reddleman, is himself associated deeply with 
writ ing. In the lat ter, on the one hand, the fatalist ic force is  enhanced by the 
naturalizing mechanism, which fulfil ls the function of making the d’Urberville 
family’s retribution appear to be grounded on the o rder of nature;  but,  on the 
other hand, nature itself is  described as uncertain  in the novel .  
   In this way, Hardy reveals  that  the power of fate to domesticate writ ing  
is supported by the very writ ing. However, this complicit  relationship is  
disrupted in Jude ,  in which the sheer indeterminacy of writ ing is brought to 
the fore without any controlling power:  what l ies at the core of the novel is  
the embodiment of textuali ty,  Lit t le Father Time. Consequently, Hardy stopped 
writ ing novels after Jude .  As i t  were,  this novel ,  or this uncontrollable text  
with the epigraph “the let ter kil leth” inscribed on its  front page, caused  death 
to Hardy the novelist .  To be sure, this means that  Hardy abandoned his attempt 
to tame the textuality of modern society.  However, probably unexpected ly for 
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him, his at tempt has been handed down through numerous li terary cri t ics  to 
the present : each crit ic has  attempted to give an interpretation to Hardy’s 
writings,  that is to say, to fix  the meaning of them. My reading of them in this 
thesis is  one of such attempts.  Thomas Hardy will l ive on in our cultural 
memory as a novelist  who struggled to solve the problem of the uncertainty of 

























1  Brown, Kettle,  Fisher,  Goode and Williams are typical  of those Marxist 
crit ics.  Of course, their discussions cannot be necessari ly categorized into  the 
one and the same Marxist cri ticism , but they can be considered to be sharing 
the view that  Hardy’s  Wessex is the modern world in which nothing is 
permanent but change. 
2  J .  Hill is  Miller is  arguably the most representative of this approach. 
My understanding of the theory of textuali ty owes much to him. Besides Miller,  
Ingersoll ,  Ingham’s “Introduction.”,  Shad, Widdowson, Wolfreys’s Dickens to 
Hardy  193-251 are very helpful to under stand Hardy’s concept of writ ing .  
 
Chapter 1 
3  It  is  worthy of note that the field of Egdon is also compared repeatedly 
to a human face. Wike examines the relationship between face and text in 
Hardy’s works including this novel. His discussion is certainly  useful in 
considering the significance of writ ing imagery in Hardy’s poems and novels.  
In contrast  with Miller, however, his main concern is the legibil ity of the 
world as text.  He states that  “[t]he world as text in Hardy is a matter mainly 
of legible faces” (455),  deeming Hardy’s  use of writ ing imagery to be traced 
to the idea of The Book of Nature. Against Wike, and alongside Miller,  Cohen 
considers the face presented as text in The Return of the Native  to be “an 
inscribed surface,  not a text  whose meaning is transparent” (450).  Unlike 
Miller,  however,  Cohen’s concern is not the textuali ty of Egdon but how Hardy 
in the novel resists “the idea that  human face is  an index of an expressive, 
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interior essence— that  i t  is  a sign of subjective agency and the capacity for  
communicative interaction” (439).  
4  To be sure, Victorians came to have this view of the world in part  
because the framework of thinking based on Charles Darwin’s evolutionary 
theory was replacing the one based on Christ ianity.  According to Darwin’s 
theory of natural  selection, a species has survived because i t  has just  happened 
to adapt to the unforeseen changes in the environment;  in retrospect, it  has 
been apparently selected by Nature,  but in reali ty,  whether it  would survive or 
not was never predetermined but depended upon sheer chance. This new 
understanding of the world was contradictory to creationism, that is to say,  
the idea that  all  of the things originate from specific acts of divine cr eation. 
Although the world view grounded on the bible had no longer been 
predominant,  especially,  among intellectuals,  the idea of evolution made a 
profound impact on Victorian society.  As is well  known, Hardy professed that  
he was influenced by Darwin. Fo r an important study of how Hardy applies 
Darwin’s theory of evolution in constructing the plots of his novels,  see 
Gillian Beer ’s Darwin’s Plot .  Certainly,  I share with Beer an interest  in how 
Hardy represents in The Return of  the Native  the modern world without the 
idea of the absolute such as God in Christ ianity.  However,  as I have suggested 
until  now and I will  discuss in what follows, I emphasize the context of the 
modernization of the country more than that  of the contemporary evolutionary 
discourses.  
5  Certainly,  from the standpoint of etymology, i t  is  natural  that writing, 
or text, has a close relationship with clothing; the word “text” originally 
means what is woven. For a theoretical consideration on the structural 
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resemblance between the two, see,  for example,  de Man 67-82. As I have 
repeatedly insisted, though, my concern is that  both of the two are described 
as emblematic of modernity.  
6  All further citat ions of The Return of  the Native  refer to The Return of 
the Native ,  ed. Simon Gatrell  (Oxford : Oxford UP, 2005) and page numbers 
are given in parenthesis.  
 
Chapter 2 
7  King, Kramer,  and Schweik are representative of this approach.  
8  On the polit ico-economic significance of “character” in  Victorian 
li terature and culture, see Goodlad. For a wide -ranging analysis of the concept 
of character in Mill’s thought,  see Carlisle.  
9  All  further citat ions of The Mayor of  Casterbridge  refer to The Mayor 
of  Casterbridge ,  ed.  Dale Kramer (Oxford: Oxford UP, 2004) and page 
numbers are given in parenthesis.  
1 0  Miller also discusses how Hardy in The Mayor of  Casterbridge  
considers the idea of writing. According to Miller,  in Casterbridge, “[w]ords 
operate autonomously,  beyond…knowledge, control ,  or intention, to make 
things happen, often dismaying or disastrous things” (Miller “Speech Acts” 
52).  Miller can be deemed as quite similar in approach to Ingersoll although 
what Miller invokes is  J .  L. Austin’s speech act theory while Ingersoll’s 
discussion relies on Jaques Derrida’s theoretical  argument about the 
speech /writ ing binary, which is developed in the “Plato’s Pharmacy” section 
of his Dissemination .  
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11  It  is true that Miller also points out this, stat ing as follows: 
Casterbridge “is not so much a stable community…as a community in the midst  
of rapid and disrupt ive change”, which “is embodied in the shift from 
Henchard’s old -fashioned ways of doing business to Farfrae’s…from being an 
oral culture to being one based on writ ing” (Miller “Speech Acts” 46 -47). 
However,  this is  only a passing comment because his purpo se is  to consider 
Hardy’s idea of writ ing in relation not to the modernization of  the country but 
to J . L. Austin’s theory.  
1 2  For theoretical  inquiries into the textuali ty of money, see Derrida 
Given Time I ;  Goux; Shell .  
1 3  This argument may remind us of Derrida’s discussion on a postal 
system in his The Post Card .  As Derrida argues, no postal system can block 
out the structural possibili ty of a letter wandering away, and moreover,  a 
let ter ’s arrival hinges upon the structural possibil ity of i ts non -arrival: if  it  
was impossible that  every let ter might not arrive,  no let ter could arrive as 
intended. Therefore,  the misdelivery which occurs between Susan and 
Henchard is an accident and, at  the same time, essential  to the writ ing -based 
system. For a clear and concise explanation of Derrida’s postal metaphor,  see 
Lucy 96-100. 
1 4  For an informative account of the replacement of horse by railway as  
the main means of transportation, see Dorré;  Shivelbush.  
 
Chapter 3 
1 5  All  further citations of Tess of  the d’Urbervilles  refer to  Tess of  the 
d’Urbervil les ,  ed.  Juliet  Grindle and Simon Gatrell  (Oxford: Oxford UP, 2005) 
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and page numbers are given in parenthesis.  
1 6  Guerard and Hornback are especially important among them. Guerard 
compares Hardy’s use of chance with the twentieth century writers’ use of the 
absurd, considering him to be anti -realistic.  Hornback is probably the first  to 
take the idea of chance in the Hardy’s works as the main subject.  
1 7  To be sure, early Marxist crit ics such as Kettle or Brown al ready 
argued in 1950’s that  the backdrop of the story of Tess  is  the country which is 
being modernized after the Industrial  Revolution. Then, the tradition of the 
Marxist  cri ticism was cri t ically inherited by Will iams, Goode, and Fisher from 
70’s to 90’s.  In recent years,  among those who emphasize the historical context 
of the modernization of the country,  Meadowsong, Kreisel , and Ferguson are 
interesting although they cannot necessari ly be categorized as Marxists.  
Kreisel ,  who considers Tess  within the contemporary economic context of the 
Marginal Revolution, is  especially thought -provoking. My argument in this 
chapter owes much to these crit ical  legacies.  They, however,  do not consider 
the relationship between the modernization of the country and Hardy’s u se of 
fate as the driving force behind the narrative movement.  
1 8  Hereafter when emphasizing the textuali ty of “d’Urbervil le”,  I 
italicize it .  
1 9  Most of the feminist  cri tics argue that Angel seems to be the opposite 
of Alec,  but in fact the two form a pai r because each of them embodies  the 
one and the same ideology of patriarchy, which represses Tess.  See, for 
example, Boumelha’s Thomas Hardy and Women  and Ingham’s Thomas Hardy: 
A Feminist  Reading .  In addition, the secret  complicity between Angel and Alec 
is  also implied by the fact that  the name “Alec” is an almost inverted form of 
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Angel’s family name, “Clare”.  Moreover, Alec converts to a preacher under 
the influence of James Clare, Angel’s father,  and Alec completely backslides  
in turn inspired by Angel’s skepticism, which he learns from Tess.  Ironically,  
the very words of her husband serve as the ground for Alec to seduce her 
again:   
He said to himself as he pondered again and again over the 
crystallized phrases that  she had handed on to him: “That cleve r 
fellow lit t le thought that by tell ing her those things he might be 
paving my way back to her!” (344).  
This passage indicates that  Alec and Angel are two sides of the same coin. 
This relationship can be thought as parallel  to the hidden complicity between  
the work of naturalization and the contingency which should be tamed by i t.  
This complicit  relation will  be discussed in the next section.  
2 0  Angel’s vocabulary in this passage is closely related to the discourse 
of degeneration in the turn of the century.  For a detailed study of the 
relationship between Tess  and the contemporary controversy on degeneration, 
see Greenslade.  
     2 1  From the feminist  point  of view, Boumelha in her Thomas Hardy and 
Women  also considers the ambiguity of the idea of nature in Tess .  
 
Chapter 4 
2 2  All  further citations of Jude the Obscure  refer to Jude the Obscure ,  
ed. Patricia Ingham  (Oxford: Oxford UP, 2002) and page numbers are given in 
parenthesis.  
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2 3  Gallagher also relates the suicide note to the contemporary doctrine 
of Malthusianism (183).  
2 4  Sumpter relates the theme of sympathy in the novel to the 
contemporary debates over the evolutionary significance of sympathy.  
2 5  On the cultural  history of the railway in Britain,  see Michael Freeman. 
Richly i l lustrated and highly informative,  his book shows how the railway 
transformed the Victorian culture.  
2 6  For my analysis of Sue’s lettering and the other two examples which 
I will  examine below, I am indebt ed to Kornbluh. Although her essay covers a 
wide range of topics including biopolit ics,  non -Euclidean geometry and so on, 
which are not necessarily my concerns,  i t  is  highly useful in considering the 
theme of writing in the novel.  For other considerations of the theme, see 
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